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GENERAL THEORY ' HARMONY ' EAR TRAINING

GENERAL THEORY

Scales
('This 1ubjtct ii

contin~d

from Leuon 150 and ii munM:d in Le1son 23.)
Illustration 2

OF Bl>, El> AND Ai> MAJOR

Signature and Scale f0t: the Key 0£ Eb

lam 15, GENERAL THEORY, you studied the scale
11th one flat. In that Lesson it was also pointed

the Bat scales come in an order the reverse of the
Dies; that is, each new scale has for its keynote
below the keynote of the preceding scale. This
die case with F, with its keynote a fifth below C.
fifth below F is Bi> so the next Bat scale to be
In order to have

up~ the one beginning on Bl>.

e

0

e

Similarly, the next flat scale will be built on Al>, the
fifth below Ei>. This scale, as you will see from lllustration 3, has four flats, or one flat more than the preceding
scale of Ei>.
Illustration 3

lttp between the third and fo urth degrees, it

Signature and Scale for the Key of Ab

to flat E, making the fourth degree El>. This
ma scale with two flats, or one flat more than in
fllllding scale of F. (See lllustration 1.)

e

Illustration 1

SUMMARY
A summary of the Bat key signatures, up to Ai>, is as
follows:
The key
The key
The key
The key

signature of F is
signature of Bi> is
signature of El> is
signature of Ai> is

I Bat,
2 flats,
3 flats,
4 Bats,

Bi>.
Bi> Ei>.
Bi> Ei> Ai> .
Bi> Ei> Ai> Di>.

The flats are always placed in the same order, namely,
the order in which they are added in making new scales.
(See lllustration 4.)

Illustration 4
Fiat Signatures and Keynotes

One Flat

Key of F
F is the keynote

In Lesson 12, GENERAL THEORY, you learned
the signature is composed of sharps, the ke
note directly above the last sharp in the key

Two Flats

l: ·~·'-~·

A diiferent rule must be applied when !lit
nature is made up of flats. 'The last flat is
fourth degree of the scale. 'Therefore, to find die
we may count down four degrees from the 14!1
the Bi> scale (see Illustration 1) count down
Ei> to Bi>; in the Ei> scale (see Illustration 2)
four from Ai> to Ei>; and in the Ai> scale (see
3) count down four from Di> to AJ,. Hence,
before the last one is always the keynote, in
scale.

'l{hythm
('This subject is continued fTom Lesscm 16, and is Tesumed in Lesson 39.)
Illustration S

SYNCOPATION

(a) Syncopation by Transferring the Attia

Another very important means of giving variety to
a rhythm is that known as Syncopation, which consists
of temporarily shifting the position of the chief accents.
This is done by having a specially accented tone in
some other position than on the first beat of the
measure, as at (a) in Illustration 5; or by having the
tone on an accented beat merely a continuation of the
tone on the previous beat. The latter arrangement
completely effaces the normal accent, as in the second
and third measures of (b).

(b)

Syncopation by Prolongina; a Tone Over 111.

HARMONY
Introductory
Hannony is the art of combining tones of different
pitch, and connecting these combined tones into pro~

gressions. Its many established rules are the result of
gradual evolution, and are based upon the practice of the
best composers.
The word Harmony has had many uses throughout
the development of music. The Greeks used it as a general

term for music, and it is often so us.ed in poetical
today.
According to the derivation of the word,
means merely "a fitting together." As a definilz
system, it did not come into use until the
century.

Scale CIJegrees CJ{amed
will recall that in Lesson 3, GENERAL THEORY,
told that the tones of a scale are known as
lithe scale.

12, GENERAL THEORY, you learned that the
which any scale is named is always the first
that scale, and is called the Keytone, Keynote,
· that the succession of tones constituting a
arranged according to definite and fixed rules;
all of these tones bear a certain definite relalo the first tone.
give the names of each of the scale tones, and
more fully their relationship to the tonic.
lion 6.)
Illustration 6

If the Tones of the Scale in their Relationship to the Tonic
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beginning with those of most importance,

die tonic.

·

tis, next to the tonic, the most Hdomi~
effect, among the tones of

ir the tone of strongest

of every
t in the Scale of
tin the Scale of
t in the Scale of
t in the Scale of

C
G
D
A

is G.
is D.
is A.
is E.

E is B.
B is Fii.
Fii is Cl!.
Cl! is GI!.
F is C.
Bi> is F.
Ei> is B\,.
Ai> is E\,.
Di> is Ai>.
Gi> is Di>.
Ci> is G\,.

THE SUBDOMINANT
The fourth degree of any scale is known as the Sub.
dominant of that scale; thus, F is the subdominant in the
scale of C; C, in the scale of G; G, in the scale of D; etc.
The prefix sub means under, and the subdominant
is five degrees under or below the tonic, just as the
dominant is five degrees above the tonic. Hence, the
name of sub (under) dominant.
For instance, in the scale of C, G, the fifth above, is
the dominant, and F, the fifth below, is the subdominant.
To continue:

~

ms of the scale will now be taken up for further
'

The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of
The Dominant in the Scale of

The Subdominant in the Scale of G
The Subdominant in the Scale of D
The Subdominant in the Scale of A
The Su bdominant in the Scale of E
The Subdominant in the Scale of B
The Subdominant in the Scale of Fii
The Subdominant in the Scale of Cl!
The Subdominant in the Scale of F
The Subdominant in the Scale of Bi>
The Subdominant in the Scale of Ei>
and so on.

is C.
is G.
is D.
is A.
is E.
is B.
is Fii.
is Bi>.
is Ei>is A\,.

THE MEDIANT
The third degree of any scale is known as the Median\
of that scale; thus, the mediant in the scale of C Major is
E; in the scale of G Major is B; in the scale of D Majoris
Fii; etc.
The word mediant means mid-way. The third tone
of the scale is mid-way between the tonic and the
dominant.

THE SUBMEDIANT
The sixth degree of any scale is known as the Sub.
mediant of that scale; thus, the submediant in the scale of

is D; in the scale of G Major is A; in the
Major is F#, etc.

C Major is A; in the scale of G Major is E; in the scale
of D Major is B; etc.
Counting downward, the submediant (or mediant
below) is mid·wa y between the tonic and the subdom•
inant.

THE SUPERTONIC
The second tone of any scale is known as the Supertonic
of that scale; thus, the supertonic in the scaJ.e of C Major

THE LEADING·TONE
The seventh degree of any scale is known•

ing-Tone (or Subtonic) of that scale; thus, the

tone in the scale of C Major is B; in thescaleci
is F#; in the scale of D Major is Ct;; etc.
leading·tone, is derived from the fact that it
leads, by a half step, into the final tone
octave of the tonic.

EAR TRAINING
Playing Scale Degrees Named, in Different Keys

Melodic Diculio

period.]

The following directions are for the teacher, and the work is to be conducted at the weekly leaon
[ It may also be conducted at other times by any member of the family who has .ome knowledge of music.

PLAYING ScALl! DEGREES NAMED, IN DIPPERENT KEYS

1. Have the pupil play the scale of C, one octave, naming each tone- tonic, supertonic, median~ di.
with his back to the keyboard, have him name each tone as you play it. He should give both the letter name
name of the tone in relationship to the tonic. Play the tones in irregular order.
2.
named.

Dictate to the pupil, the following scale·degree names, in the key of C, asking him to play each
(a) Tonic, leading•tone, octave, dominant, mediant, tonic.

(b) Mediant, submediant, octave, subdominant, mediant, supertonic, tonic.
(c) Dominant, leading·tone, octave, submediant, dominant, mediant, tonic.
(d) Octave, dominant, supertonic, mediant, submediant, subdominant, mediant.
3.

Dictate the same exercise, in the key of E, and have the pupil play each degree as you name it.

MELODIC DICTATION

Play the following note·groups, and have the pupil write them. Observe that no measure signature is
the name of the note on which each group begins. Play each one several times, and do not proceed to the
the pupil has had time to write the one played.
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'Test on Lesson 21
GENERAL THEORY
I. In what manner does the order of Bat scales differ from the order of sharp scales?

• An.s. Tht fiat scales come in an order the reverse of the sharp scales.
1 What interval below the keynote of the preceding scale determines the keynote for the new flat scale
next in order?

• An.s. Tht fifth below.
3. Why is it necessary to flat E, in the scale of Bo?
An.s. In order to have a half step between the third and fourth degrees.
4. What is the new Bat
(a) in the key of Eo?
Ans. Ao.
(b) in the key of Ao? Ans. Do.
!. Give a summary of the flat key signatures, up to Ao, and name t he flat s in each key .
. An.s. 'The ~ey signature of F is I fiat, Bo.
'Tho ~ey signature of Bo is 2 fiats, Bo, Eo.
Tht ~ey signature of Eo is J fiats, Bo, Eo, Ao.
'The ~ey signature of Ao is 4 fiats, Bo, Eo, Ao, D o.
~ In what order are the Bats always placed in the signature?
• Ans. In the order in which they are added in ma~ing new scales.
7. Write, in both clefs, the scales of F, Bo, Eo and Ao; draw the proper signature for each scale and indicate
the half steps by short curved lines.
~Ans.

AF
jJ

& What is the rule for finding the keynote when the signature consists of flats?

Ans. Count down four degrees from the last fiat.
9. Why is Syncopation important?
._ Aiu. It g111es variety to rhythm.
IO. Of what does Syncopation consist?

._ Ans. Of temporarily shifting the position of the chief accents.

l

StteRwooo Music ScttooL CouRsBS-PIANO
GENERAL THEORY-Continued
11. Name two ways by which this is done.
____ Ans. First, by having a specially accented tone in some other position than on the first beat of tht
&cond, by having the tone on the first beat tied over from the previous measure.

HARMONY
12. What is meant by the term, Harmony?
4 ____ Am. 'The art of combining tones of different pitch, and connecting theso combined tones into progr'5JIOlll.

13. When did Harmony first come into use as a definite musical system?
4 ____ Am.

Jl{ot until the seventeenth century.

14. Give, in order of their importance, the names of the scale degrees, and show their relationship•
tonic.
14 ____ Ans.

12

Scale degree
Scale degree
Scale degree
Scale degree
Scale degree
Scale degree
Scale degree

1-'fonic, the ~eytone.
s-Dominant, the tone of strongest effect after the tonic.
4-Subdominant, the dominant below or under the tonic.
3-Mediant, midway between the tonic and the dominant.
6--Submediant, midway between the tonic and the subdominant.
2--Supertonic, directly above the tonic.
7-Leading,tone, leads naturally by a half step into the octave of the tonic.

15. Write whole notes on the proper scale degrees to show the tonic, subdorninant and dominant
keys of C, G, D, F.
----Am. ~\.,e,tt. .-\"wo 110-f"e'> "'~" pc ss"1 \,le, t·r\"~ev ,•• ~otl, 1 ..,.; \\ be "-C.C t ~1e<\rT2I-15

I

t>·
IV

Q

1131!§

G

I : I : II!):~ tj I : I I

V
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V

EAR TRAINING
2 ____ 16. Playing scale degree~ named, in different _keys.
2 ____

JOO ----

17. Melodic Dictation.
Total.

Pupil's ,Name _____ ------ ____________ ------ ____ ------ _______ _
Pupil's Address ______ ---- ____ ---------- ____ ------------ ____ __

Pup;l's Class

N•·- ------------

Teacher's J\l.ame __ --- _______________ --- _-- -- ___ --- ------------

Test on Lesson 21-Page 2
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H ARMONY ' TECHNIC ' . EAR T RAINING

HARM ONY
Intervals
('This subject is resumed in Uuon Z3.)

KINDS OF INTERVALS

CAL NAMES OF INTERVALS

In addition to their general or numerical names, in·
tervals have more definite or specific names, such as
Major, Minor and Perfect.

as
'p between two tones, numerically expressed.

The intervals which are normally major or minor are
the seconds, thirds, sixths and sevenths, with their com•
pound forms.
Intervals of more than an octave are
generally trea,ted and named as if
brought within one octave. For in·
stance, in this chord example, the
top tone is regarded as forming the
interval of a fifth with the bass tone
(a Compound Fifth) although it is
a twelfth. Similarly a ninth may be regarded
11 asecond, or as a Compound Second.

The intervals which are normally perfect are the
primes, fourths, fifths and octaves, with their compound
forms.
Major, minor and perfect intervals may be further
modified into Augmented or Diminished intervals, as
will be explained in later Lessons.
Major and minor intervals cannot, by any change,
become perfect intervals; nor can perfect intervals, by
any change, become major or minor.

Illustration I

Intervals from the Tonic of the Sca1e of C to Every Degree of the Scale, up to and Including the Ninth

-e-__,

-e-._./

Second

Fourth

Fifth

Sixth

Seventh

Octave

Ninth

TECHNIC

'The Playing <:!Apparatus
('This

~ubjtct i$ continued

from Uuon 18 and is resumed in l.euon 105.)

You have learned that when the fingers are used from
the knuckle joint the action is called finger action; also,
that when the movement is of the entire hand from the
wrist the action is called hand action.

In finger action, the first two joints of the finger are
controlled so that the finger is in a fixed position, except
at the knuckle joint, from which it moves. (See Lesson 1,
TECHNrc.) In hand action, the fingers are fixed at the
knuckle joint also; and they combine to make an arched
formation, as the hand moves up and down from the
wrist. (See Lesson 14, TECHNrc.)
It is important to keep these differences in mind, so
as to avoid confusion of movements and unnecessary
motion.
FOREARM ACTION

If the action is from the elbow, we have Forearm
Action, with forearm, hand and fingers in fixed position.
(See Illustration 2.)

prepared to play the triad CE-G, and fingers21111l
raised, so as to avoid contact with the key~
Illustration 3

Arm Raised, with Hand Prepared to Play Chord

ARM ACTION

(Continued from Lesson I.)

In Arm Action, the fingers, hand, and entilt
in fixed position, and the action is from the
The elbow is controlled, but must not be rigid,«
or it would interfere with the freedom of di
(See Illustration 4.)
Illustration 4

Arm in Raised and Lowered Positiom
IUustration 2
Forearm in Raised and Lowered Positions

You will notice that there is no bend at the wrist,
neither are the fingers raised at the knuckles.
However, the fingers which are not to play must be
lifted higher than the others, so as to avoid contact with
the keys.

In Illustration 3, fingers 1, 3 and 5 of the left hand are

The finger, hand, and arm actions may be,
erally are, required interchangeably. One
need arm action, and another finger action, or 1111
of the different movements, and these in conslD
nation; but they remain distinct and separatt.
The student must learn to distinguish be
various movements required. The following
illustrates the need of several different kinds of
succession (see Illustration 5):

Illustration S

Staccato. If the forearm is used, the elbow is the hinge,
and the hand, fingers and forearm work up and down
from that hinge. In arm staccato, the wrist must not be
stiff, but it must be controlled, so that the hand does
not move from the wrist, as it does in hand staccato.

Ute of Various Movements

STACCATO
my use the forearm or the entire arm in staccato
l!ld we then refer to this arm action as Arm

Arm staccato may be practiced with one finger at a
time, as explained for hand staccato. In this case, the
finger, hand and arm must be trained to a steady, un•
changing position, so that there will be no independent
action of the fingers or hand.

Scale "fingerings
{'This 1ubj«i U continutd from 4uon 16, and is mumd in Lesson 25.)

Illustration 6

AND Ai> SCALES

Fmgerings of Bb, Eli and Ab Scalet

major scales of Bi>, El> and Ai> have, in their
!O!lle features in common. This makes it
t to group them together, mentally.

'!be fourth finger of the right hand falls on Bi> in
adi ooe-a uniformity with regard to flat scales
!lat was mentioned in Lesson 16, TECHNIC.
'!he fourth finger of the left hand is placed on the
ilrth scale degree in each, so that the fingering of
ic left hand, ascending from the keynote, will
i!Rys begin 3·2-1-4.
to bring the fourth finger of the right hand on

die acales of El> and Ai>, it will be necessary to
1lilh tbe third finger on the keynote.
die Bi> scale, it is permissible to begin with the
• fourth finger, but in continuing to higher
die fourth is the only finger that falls on Bi>, and
*only key on which the fourth finger is used.
lion 6.)

die beginning or ending key of a scale, it is not
lm!S3r)'

to use the regular finger which would

ic iame key in an extended passage.

-

Scale of Bi>

4
.:;
(3)

I

EAR TRAINING
Playing a Series of Scale Degrees, in All Keys

Tonic S.U1

Rhythmic Dictation

The foUowing directions are for the teacher, and the work U to be conducted at the weekly lesson period.
[ It may also be conducted at other times by any member of the family who has tome knowledge of mUlic.

P LAYING A SERIES OP ScALE D EGREES, IN

ALi.

I

KEYS

1. Dictate to the pupil the following scale-degree nam~s, asking him to play each tone as it is named, in
of D: tonic, mediant, dominant, leading-tone, octave.

2.

Repeat this series in several other keys.

RH YTHMIC DICTATION

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, ml
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.

4
4

2
4
3
4

T ONIC Soc-FA
Play and sing each of the following passages, using the Tonic. Sol-Fa syllables.
sing it, using the same syllables.

'~i1l11 J J r r I r
/)oh Me Soh Te Ooh
,~l~i

J
Ray

Ooh

Sl

Ooh

II
Ale

Son

IJ J J J
Te Ooh Ray Me

Fall Soh Lall Te

Doh&A N

SHERWOOD Music ScHOOL CouRsEs-,-PIANO
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'Iest on Lesson 22
HARMONY
l. Give a general definition of interval.

. Am. 'The relationship between two tones, numerically expressed.
2. Name the intervals in common use .

•• Am. Primes, Seconds, 'Thirds, Fourths, Fifths, Sixths, Sevenths, Octaves and Ninths.
). What definite or specific names have intervals, in addition to their general or numerical names?

. Am. Major, Minor and Perfect.
4. What intervals are normally major or minor?
. Am. 'The seconds, thirds, sixths and sevenths, with.their compound forms.
S. What intervals are normally perfect?

. Am. 'The primes, fourths, fifths and octaves, with their compound forms .
6. Into what other kinds of intervals may major, minor and perfect intervals be further modified?
• Am. Augmented and diminished intervals.
7, On the staff below, write the intervals indicated from the keynote of the scale of C .

• Am.
111-7

Prime

5th

2nd

- --

Octave

4th

9th

6th

3rd

TECHNIC

8. What is the action called when the fingers are used from the knuckle joint?
• Am. Finger action.
9. What is the action called when the movement is of the entire hand from the wrist?

.• Am. Hand action.
10. What joints of the finger are in fixed position in finger action?

• Am. 'The first two joints.
11. What additional joint is fixed in hand action?

• Am. 'The

l{nuc~le

joint.

12. What is the action called, when the action is from· the elbow?

.. Am. Forearm action.

7th

'
'Testonl.a

SHERWOOD Music ScttOOL CouRsES-PIANO
~
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TECHNIC-Continued
13. What parts of the playing apparatus are fixed in this action?

4

____

Ans. The fingers, hand, and fe>rearm.

4

____

Ans. Arm action.

4

____

Ans. The fingers, hand, and entire arm.

4

____

14. What is the action called when the action is from the shoulder?

15. What parts of the Playing Apparatus are fixed in this action?

16. What do we call the action when the forearm or the entire arm is used in staccato playing?
Ans. Arm staccato.

17. In the scales of Bi>, Ei> and Ai>, where is the fourth finger placed
____ Ans. (a) in the right hand?
(b) in the left hand?

Ans. On B\,, in each scale.
Ans. On the fourth scale degree, in each scale.

18. Write, using both clefs, the scales of Bi>, El> and Ai>; add the proper key signatures, and mark thei
ing for each scale degree.
12 ____

Ans.

fl

B~

Ao

E~

~
3

I

J

\?-)

3

'l-

I -'t '

EAR TRAINING
4 ___ _ 19. Playing a series of scale degrees, in all keys.

2 _ __ _ 20. Rhythmic dictation.

21. Tonic Sol-Fa.
100 ____

Total.
Pupil's J'{a1ne _______ ____ ---- ---- __ ----- ___ ---- __ ------ ---- __
Pupil's Address __________________ ---- _____ -------------------

Pupil's Class No. ____________ _
Teacher's Name .. --- --- _----- -------------- __ ------ ------ -- --

Test on Lesson 22-Page 2
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GENE R A L THEORY

CJ\otation
(This subj«t is continutdfrom Lesson 18, and is resum.i:d in Lesson 32.)

9, GENERAL THEORY, you learned that when
of sharping any note, we mean that the tone
by that note is made a half step higher in
· es becomes necessary, for reasons which
shortly understand, to raise a note that is
; that is, to double-sharp it.
rfuit is clouble•sharped is two half steps higheT
insttad of one half step.

It becomes necessary, many times, to double·flat a
note; that is, to lower a note that is already flatted.

A note that is double-flatted is twp half steps lower in
pitch, instead of one half step.
The sign used to indicate that a note is to be doubleflatted is 1>1>. (See Illustration 2.)
Illustration 2
The Double Flat

ign of the double sharp, the sign used to indi·
a note is to be double-sharped, is x. (See
I.)
Illustration 1

The Double Sharp

9, GENERAL THEORY, you learned that when

of flatting any note, we mean that the tone
by that note is made a half step lower in

HOW TO CANCEL THE DOUBLE SHARP
In Lesson 9, GENERAL THEORY, you learned the use of
the Natural Sign, namely, to restore to its regular pitch
a note that had been sharped or flatted.
Suppose you are playing a composition in the key of B
(signature five sharps); and G, which is already sharped
by the signature, is double-sharped for a particular
passage. T o restore it to its previous pitch, the sign,
q#, is used. It indicates cancellation of one of the sharps
and retention of the other, as required by the key signa•
ture. (See Illustration 3.)

Illustration 3

Illustration 4
Cancel for Double Flat

Cancel for Double Sharp

HOW TO CANCEL THE DOUBLE FLAT
In like manner, the sign l:\l> is used to cancel a double
flat, and restore the note thus double-flatted to its regular,
or previous pitch. (See Illustration 4.)

A natural, sharp, or flat sign, alone, posi ·
cates the pitch of the note to which it is a
cancels any other sign going before. The na
before the sharp in Illustration 3 and before
Illustration 4 appear, therefore, unnecessary
omitted by some writers.

Scales
(This subjtct is continutd from Ltuon 21, and is resumed in Lesson 26.)

SCALES OF DI> AND G!> MAJOR
There are two more scales with flats to be studied,
DI> with five flats, and G!> with six flats. These use all
the black keys, and for the sixth flat we have Cl>, a white
key. (See Illustration 5.)
Illustration 5

Let us illustrate how the scale of Fl> would
eight flats, but would be identical, on the key
the scale of E, with four sharps.
The first degree being Fl>, the second wool!
and so on. Every scale degree is a flat, the fourlb
double flat-Bi>!>. (See Illustration 6.)

Scales with Five and Six Flats

0

B

B

B

0

Scale of

GI>

....--.

c•

Illustration 6

Scale of Fb on the Keyboard

Scale of Db

B

.; =-e

e-o

II
II

white key

Observe that the keynote of DI> is a fifth below the
keynote of Al>, the scale with four flats; and that Gr is
a fifth lower again. Also observe, in each case, how you
can find the keynote by counting down four degrees
from the last flat.
It is possible to have scales with more than six flats,
for instance Cl>, with seven; but they are the same, on the
keyboard, as certain sharp scales. The scale of G!>, is,
in fact, the same as the Fjj scale, which you will' study in
Lesson 26, GENERAL THEORY; and Cl>, with seven flats,
is the same as B, with five sharps, given in the same
lesson.

It will be seen that the result is merely the
On the ~eyboard
major scales;

SUMMARY OF THE FLAT SCALPS
The scale of F
The scale of Bl>
The scale of El>
The scale of Al>
The scale of Di>
The scale of Gr

has 1 flat, Bi>.
has 2 flats, Bl> El>.
has 3 flats, Bl> El> Ai>
has 4 flats, Bi> El> Al> DI>
has 5 flats, Bi> El> Al> ])\, ~
has 6 flats, Bl> El> Al> DI>~

HARMONY

Intervals
(This subject is continued from Le.non 22, and b restoru:d in Lesson

24.,
nJustration 9

INTERVALS ARE RECKONED
are rec~oned from the lower tone upwards,
wise indicated. For example, in forming the

Augmented Primes

C, CJ!.G (see Illustration 7), we call the upperof the chord, G, the fifth of the chord, as it is
above the foundation tone or root. Likewise,
tone of the chord, E, is the third above the
Illustration 7

Oiord of C

A diminished prime is not possible.

In Illustration 10, you will find Perfect and Augmented
Primes on all the degrees of the scale of C.
lllustration 10
Perfect and Augmented Primes

Augmented

PRIME

I

Prime, also called a Unison, consists of two
diuame staff degree and of the same pitch. (See

' 8.) A perfect prime is not really an interval
representing the same tone) hut is technically
u an interval.
Illustration 8
Perfect Primes or Unisons

OnD'

OU

OnE ~

ee

I

--"OJJ
tt

II

0

OnF~'~ii!n~ll
TED PRIME
ted Prime consists of two notes on the same
diutaff, the second of which is a half step higher

int. (See Illustration 9.)
Augmented means enlarged or increased,
when some perfect or major interval is
a half step by means of an accidental which
upper or lowers the lower tone,

OnG ~

OnA~
OnB~

00

iii

00

11 ..

u
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EAR TRAINING
M eloJic Dictation

Rhythmic Dictation

period.I

The following directions are for the teacher, and the work is to be conducted at the weekly lesson
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

RHYTHMIC DICTATION

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature,
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only

4
4

3J.jJ.jJ.j
4

3
4

MELODIC DICTATION

Play the following note groups, and have the pupil write them. Observe that no measure signature is
the name of the tone on which each melody begins. Play each one several times, if necessary, and do not p
next one until the pupil has had an opportunity to write the one played.

TONIC SOL-FA

Play and sing each of the following melodic passages, using the Tonic Sol-Fa syllables. After each oot,
pupil sing it, using the same syllables.

@~:¢ J J JIJ JIJ.11 ~~¥I J Jlff4f1
Soh Lah Te iJ:Jh Ray Doh

Doh Ray Me Jihh Lah Soh

Me llayDohRay Ale !JohSdi

SHERWOOD Music ScHOOL CouRsEs-PIANO
GRADE PREPARATORY B

Test on Lesson 23
GENERAL THEORY
I. How much raised in pitch is a note that is double-sharped?

Ans. 'Two half steps.
1 How much lowered in pitch is a note that is double-flatted?

Am. 'Two half steps.
), What sign is used to indicate that a note is to be
(a) double-sharped?

Ans. x

(b) double-flatted?

Ans. l>l>

f, What sign is used to cancel
(a) the double sharp?

Ans.

~#

(b) the double flat?

Ans.

~I>

S. On the treble staves below, write the scales with five and six flats, indicating the proper signature for
each scale, and the half steps by a short curved line.

Ans.

( What scales are the same on the keyboard as

(a) Co, with seven flats? Ans. B, with five sharps.
(b) Fl>, with eight flats?

Ans. E, with four sharps.

How many different major scales can there be on the keyboard?

Am. 'Twelve.
& Give a summary of all the flat scales, and name the flats in each scale.

Am. 'The scale of F has 1 fiat, Bl>.
'The scale of Bl>
'The scale of El>
'The scale of Al>
'The scale of DI>
'The scale of GI>

has 2 fiats,
has 3 fiats,
has 4 fiats,
has 5 fiats,
has 6 fiats,

Bl>, El>.
Bl>, El>, Al>.
Bl>, El>, Al>, DI>.
Bl>, El>, Al>, DI>, GI>.
Bi>, El>, Ai>, DI>, Gi>, Cl>.

'Teston

SHERWOOD Music ScttooL CouRsEs-P1ANO

HARMONY
9. How are intervals reckoned?
5 ---- Ans.

From the lower tone upwards, unless otherwise indicated.

10. Of what does a Perfect Prime, or Unison, consist?
5 _ _ _ _ Ans.

It consists of two notes on the same staff degree and of the same pitch.

11. Of what does an Augmented Prime consist?
5 ____ Ans.

It consists of two notes on the same degree of the staff, one of which is~ half step higher than di

12. What does the word augmented mean?
5 ____ Ans.

Enlarged or increased.

13. How is a perfect or major interval enlarged a half step?
5 ____ Ans.

By means of an accidental which raises the upper or lowers the lower tone.

14. Write in the treble staff below, the Perfect and Augmented Primes on the first, fifth, third, and
degrees of the scale of C.
12 ---- Ans.

On First Degree

On Fifth Degree

On Third Degree

On Seventh Degree

EAR TRAINING
15. Rhythmic Dictation.

16. Melodic Dictation.

17. Tonic Sol-Fa.
100

Total.
Pupil's .Name __ -------------- ___ ------- _________ ---------------- ..
Pupil's Address_ ______________________ ------- __________ ----- ----Pupil's Class 'N..o· --------------Teacher's Na1ne __------- ____ ------- ___ --- -- ___ ---- ______ ---- ------
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LESSON

24

HARMONY • INTERPRETATION • EAR TRAINING

HARMONY
Intern ls
('This subject is

contin~d

frrnn Lesson 23, and is resutmd in Lmon 25.)

Major Second is the interval between any tone and
1111111 degree of its major scale. Thus,_C to D, E
etc., are major seconds. (See Illustration L)

A major second becomes a minor second when the
upper degree of the interval is made a half step lower in
pitch. From C to D is a major second, and from C to Di>
is a minor second. (See Illustration 2.)

IDustration I

Illustration 2

Major Seconds

Minor Seconds Formed by Lowering the Upper Tones of the
Intervals in Illustration 1.

l~e

o

e that in the second measure of Illustration 1,
Dqied because Fq would not he the second degree
Emajor scale.
interval of a major second is always a whole step,

tie name of the second tone, reckoned upwards, is
the next letter in the music alphabet. For exin the second measure of Illustration 1, the second
Fjj, not G\J. You will better under-

I~ e Im

I

All major intervals may thus be reduced a half step,
thereby becoming minor intervals.

'The raising of the lower tone has the same effect as lowering the upper tone, in changing the character of an interval.

(See Illustration 3.)

llUlt be written

the reason for this as you continue your study of

Illustration 3

Minor Seconds Formed by Raising the Lower Tones of the
Intervals in Illustration 1.

MINOR SECOND
Minor Second is a second having one half step less

amajor second.

I qa ..

THE AUGMENTED SECOND
An Augmented Second is a second containing one half
step more than a major second.

In the same way that a perfect prime may be augmented by raising the second tone of the interval a half
step, so a major second may be made into an Augmented
Second by raising the pitch of the second tone of the
interval a half step, as in Illustration 4 at (a).
From C to D is a major second, and the interval consists of two half steps. From C to D!I is an augmented
second, having three half steps. Notice, however, that
only two letters are included, and that the second tone of
the interval is D!I, not E•.

Illustration 5
Comparison of Augmented Prime and Minot Sec:al

Be careful, in writing any interval, to use
notation. For instance, it would be incomct
CCII when a minor second is meant.

In Illustration 6, you will find Major,
Augmented Seconds on all the degrees of the

A major second may also be made into an augmented
second by lowering the lower tone a half step, as at
(b) in Illustration 4. Without the flats, the intervals at
(b) are major seconds.

Illustration 6

Major, Minor and Augmented Secoadl

Augmented Seconds

'(a)

I
u

11

COMPARISON OF THE AUGMENTED PRIME
AND THE MINOR SECOND
'The augmented prime and the minor second both cow
sist of only one half step, but the augmented prime uses
one letter of the alphabet while the minor second includes
two.

From C to C!I is an augmented prime, and from C to
D• is a minor second. Yo11 know, of course, that C!I and
D• are one and the same key on the keyboard, so that
the augmented prime, C-C#, and the minor second,
C-D•, sound exactly alike. (See Illustration 5.)

~

Major

Minor

Augmented

-e-

I I I
o -e-&o -e- #o

On D '

0

e I0 ~ e I 0 P

OnE '

e

Illustntion 4

One

JI

Ie

Ii"

Ie

OnF~'~e~~eiiil@~
OnG:fg+

Ia

Im

I

0

!111

I

OnA'" e I ~a l11fell
OnB'

aJ!

le!"le*"ll

enharmonic Change of Notation
Illustration 8

(l' THE TERM ENHARMONIC

Intervals Enharmonically Equivalent

term Enharmonic is applied to notes, intervals
which are named and written differently, but

IDUDd alike on keyed instruments.

word really means "having intervals less than a
"asfrom F# to Gt>. No such interval is possible
piano, F# and Gt> being the same; so that the
usually understood to refer to a change of notatbe same tone, or tones, as found singly, in
or in chords. Notes so changed- singly, in
or in chords- are said to be enharmonically
l

ENHARMONICALLY EQUIVALENT CHORDS

Chords which sound alike, but are written differently,
are shown in Illustration 9. The enharmonic changes
may affect all the notes of the chord, as at (a), or only
some of them, as at (b).
Illustration 9

· 7 shows different notes which are sounded
ame key on the piano, for example, C, B# or D1>1>.
11uaid to be enharmonically equivalent.

Chonls EnhannoWcally Equivalent

Illustration 7
Single Notes Enharmonically Equivalent

LLY EQUIVALENT INTERVALS

'cally equivalent intervals were shown in
5 (the augmented prime and the minor section 8 gives another example. The two
there shown sound alike on the piano, but are
tly.

other enharmonically equivalent intervals will
' as you proceed with your studies.

At (a), in Illustration 9 above, we find in the first
measure a chord with its three black keys written first as
sharps and then as flats. In the second measure, the F of
the first chord becomes E# in the second, and the B of
the second was Ct> in the first. In both cases, all tones
are enharmonically changed in their notations.
It will be seen that at (b), the second chord of each
pair has one or more of the same notes as the first;
for instance, the A of the first chord remains A in the
second; while the
and F become C# and E#. In the
second pair, three notes remain the same, only one being
enharmonically changed.

Do

INTERPRETATION

'Playing from &emory
('This

~ubj«t

is ruumed in U:sson 42.)

It is important for every pianist to learn to play from
memory. More attention can be given to the elements of
interpretation---<lynamics, tone duration, rhythm, etc.
- when the pupil does not need to read the notes from
the printed page.

SUGGESTIONS FOR MEMORIZING
The memorizing of music is not very different from the
memorizing of a poem. If you were to memorize a poem,
you would not proceed to read it over and over again,
from beginning to end, until the words came as a result
of habit. You would study it, section by section, and
part by part, trying to understand the ideas of the poem
and the relation of one part to another.
Exactly the same thing should be done in music.
Music must be learned passage by passage, and built
up by connecting and relating these passages.

By playing over, several times, a passage or
a certain number of measures, a decided ·
made both on the ear and on the playing
When one section can be played from
another; and so on, little by little, for the
If a certain passage proves troublesome to
take it in still smaller sections, exactly locating
where the difficulty of memory occurs, and
possible, some ideas about the notes or cbooi
point.
Memorizing may be partly carried on away
Jiano. It is said that some musicians have been
memorize a piece away from the piano, and diea
it, the first time, without notes. While this
impossible to many, the silent study, after p
greatly help to strengthen the impressioos
obtained.

EAR TRAINING
Observing Major and Minor Seconds
(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

1. Play a succession of major seconds (whole steps) from middle C to the next C above. (This
known as the Whole 'Tone Scale, and is prominently used by some composers.)

2.

Play this same succession of ascending major seconds, beginning on F, Bl>, E and A.

3.

Play the following, observing which progressions of seconds are major and which are minor.

SHERWOOD M usic ScHOOL CouRsEs- P 1ANO

GRADE PREPARATORY B

'Test on Lesson 24
HARMONY
1. What is a major second?

. Ans. The interval between any tone and the second degree of its m<ljor scale.
l. What is a minor second?

Ans. A second having one half step less than a major second.
3. When does a major second become a minor second?

Ans. When the upper degree of the interval is made a half step lower in pitch.
4. In what other way may the same effect as lowering the upper tone be obtained?

Ans. By raising the lower tone.

S. Write two examples each of
(a) major seconds.
(b) minor seconds formed by lowering the upper tones of the intervals.
(c) minor seconds formed by raising the lower tones of the intervals.
T24·5

.Ans.

J_

(a)

Oliiel'

C6'1'1'•cf
(hJ

ij) · I e11 I .·

<ln>We)'~
.
9

1

fOSS

i ble

(c!

I"

I

II

6. What is an augmented second?

. Ans. · A second containing one-half step more than a major second.
7. Jn what two ways may a major second be made into an augmented second?

Ans. By raising the pitch of the upper tone of the interval a half step, or by lowering the lower tone a half step.
8. Write two examples of augmented seconds, illustrating the two ways of obtaining this interval.

. Ans.

9. What difference is there between the augmented prime and the minor second?

Ans. The augmented prime uses one letter of the alphabet while the minor second includes two.

SHERWOOD Music SCHOOL CouRSES-

Test on

P1ANO
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HARMONY-Continued

2£ ~@

10. Write major, minor and augmented seconds on the second and seventh degrees of the scale <iC.
12 ____ Ans.

Minor

Aug.

Major
B

Minor

Aug.

Ie

o

11. To what is the term, Enharmonic, applied?
____ Ans. 'To notes, intervals and chords, which are named and written differently, but which sound 41.
instruments.
12. Give one example each of
(a) single notes enharmonically equivalent, (b) intervals enharmonically equivalent, (c)
enharmonically equivalent.
__ __ Ans.
OffjE'")" Ctl1'~ec.f- O. l\•W<i•5 vo~s , b / e

m-12 '

~a~

I t~ #iS

lb

(c)

INTERPRETATION
13. Name some of the elements of interpretation to which the pupil can give the best attention when
from memory.
6 ____ Ans. Dynamics , tone duration, rhythm, etc.
14. How must music be learned in order to memorize it?
5 ____ Ans.

Passage by passage, and built up by connecting and relating these passages.

15. What is to be done if a certain passage proves troublesome to remember?
5 ____ Ans.

'Ta~e

it in still smaller sections.
EAR TRAINING

JO ____ 16. Observing Major and Minor Seconds.
JOO ---- Total.

Pupil's]\{a:rne __ ___________ __ ___________ ________ __ ___ _____________ _

Pupil's Addn:ss . ____ - _- - - - _- - - - - - ------ - --- ----------- ----------Pupil's Class N.o. ___________ ___ _
Teacher's Name ________ ______ - -- - - ---- - .. - - - - - - - -- -- -------------- -
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HARMONY
Intervals
('This &ubject is wntinutd from Lmon 24, and is Tt~umtd in Ltaon 27.)

MAJOR THIRD

Illustration 2
Minor Thirds

Major Third is the interval between any tone and
' degree of its major scale. (See Illustration !.)
Illustration 1

Major Thirds

Remember that a third of any kind always includes
three letters.

MINOR THIRD
ll'mor Third is a third having one half step less than
third.
CtoEisa major third. If we use Ei> instead ofE
aminor third, as there are only three half steps
C and Ei>. (See Illustration 2.)
might say that a major third is made up of two

ieconds (see Lesson 24, HARMONY), and that a
drird is made up of a minor second and a major
The terms Large and Small are sometimes used
and minor intervals. (See Lesson 2, GENERAL

.)

For example, from Di> to F is a major third, as Fis the
third of the major scale of Di>. It would be incorrect to
write the interval, Di>-E#, for a major third, as only two
letters would be included instead of three.
In the same way, the interval, Ei>-Gi>, is a minor third.
as Ei>-G is a major third, and Ei>-Gi> is one half step less,
It would be incorrect to write F# in place of Gi>, as only
two letters would be included instead of three.

COMPARISON OF THE AUGMENTED SECOND
AND THE MINOR THIRD
The augmented second and the minor third include the
same number of half and whole steps, but the augmented
second includes only two letters of the alphabet, while the

minor third must always include three letters. (See Illustra•
tion 3.)

--

Illustration 3
Comparison of the Augmented Second and the Minor Third

ftlul __1JL Q~
Aug.Sec.

M in . Third

Aug .Sec

.Maj. Sec.

Dim. Third

Min .Thmt

In Illustration 6, you will find Major,
Diminished Thirds on all the degrees of the

THE DIMINISHED THIRD
A Diminished Third is a third one half step less than
a minor third.

Illustration 6

Major, Minor and Diminished Thirdl

From C to Ei> is a minor third. By lowering the El>
one half step, we obtain a diminished third, C-E1>1>.
By raising the lower tone of the minor third from C
to C!I, we also obtain a diminished third, as the difference
in pitch between C!I and Ei> is two half steps, and the
three included letters, C D E, make it a third. (See
Illustration 4.)

~

Maj.

Dim.

Min.

one i~~~aIll~&~a~II~fh~eI
OnD

-

-

-e-

~&S~Ho~ll~ll•~•
11~1~1
~
o H

o

o

Illustration 4
Diminished Thirds

OnE

As stated above, the interval, C-Ei>i>, is a diminished
third. It would be incorrect to write this interval C-D,
although appearing as such on the keyboard, because
only two letters would be included, making it a second.

OnF

OnG

COMPARISON OF THE MAJOR SECOND AND
THE DIMINISHED THIRD
'The majO'r second and the diminished third include the
same number of half and whole steps, but the majO'r sec•
ond includes only two letters of the music alphabet, while
the diminished third must always include three letters.
(See Illustration 5.)

~
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TECHNIC

Sight.c/{eading
('This subject is resumed in LcsSon 65.)

Rtading is cultivated by practice rather than by

lludent must first, however, have attained a good
of the meaning of the signs of notation; and
know, on the instrument, the key or key comindicated by the printed note or note comllltance, suppose he is looking at the printed

C.W; he must also be able to see, in his imaginakeys on the keyboard that correspond to that
•in Illustration 7.
Illusttation '7

in reproducing this mental picture on the keyboard.
These processes become almost automatic by much
practice, and lead to fluency and continuity of playing.
The difference between one who is called "a good
sight-reader" and one who is merely able to read music, is
altogether in the speed and accuracy of these processes.
The greater your familiarity with scales, keys, chords,
etc., the more immediate and definite are the mental impressions derived from looking at the printed notes.
You should practice reading at sight every day,
selecting material easier than you are studying. You will
gradually be able to read, without hesitation, music of a
more and more intricate nature.

Chord, and Corresponding Keys on the Keyboard

· g depends not only upon the rapidity with
this mental picture is formed, but upon the
with which the playing apparatus responds

Always remember that, in sight-reading, it is most
important to keep to a strict rhythm. A musically uneducated listener may be conscious of stumbling and inaccurate rhythm, when wrong notes would escape his
attention. This does not mean that you should be satisfied to play wrong notes. Endeavor, constantly, to
produce a note-perfect reading, and your ability in this
respect will rapidly increase.

Scale 'Jingerings
('Thi$ subject i' continued from Lesson 22, and is resumed in Lesson 27.)
Illustration 8

...

Fmgerings of Db and Gb Scales

mt two flat scales, Do and Go, contain all the

and the fingering is very easy to remember,

Scale of

Dh

lhe three-group of black keys occurs, fingers
2-3-1 are used; and on the two-group, the fingers
~ This is true for either hand.
two scales are, therefore, fingered as shown in
8. The slurs indicate the three- and twogroups.

two scales may also be written as sharp scales,

ieven sharps, and F# with six sharps. (See
GENERAL THEORY.) There would be no difin the fingering, whichever way they were

'1

I

s

2

t

(2)
4

EAR TRAINING
Rhythmic Dictation

Tonic s.111

Melodic Dictation

period.]

The following directions are for the teacher, and the work is to be conducted at the weeldy lesson
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

RHYTHMIC DICTATION

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature,
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written ooly

J :II

iJ J!m1JJJJJ:11

3
4

MELODIC DICTATION

Play the following note groups, and have the pupil write them. Observe that no measure signature is
the name of the tone on which each melody begins. Play each one several times, if necessary, and do not p
next one until the pupil has had an opportunity to write the one played.

ToNic SouFA
Play and sing each of the following melodic passages, using the Tonic Sci-Fa syllables. After each cu,
pupil sing it, using the same syllables.

~~I

ij

r
Don

J
Te

J Il J
Lah

Soh

Lah

jd
Me

!JdrJ I(
4~ t Mer Dokr If Sot. Lah
Te Doh Lah Fan
Rav

Fah

r

Me

Soh

Lah

Te

Me Soll Doh Me &Ji Jle
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'Iest on Lesson 25
HARMONY
I. What is a major third?

Au. 'The interual between any tone and the third degree of its major scale.
1 Write major thirds on C, D, E, F# and GJ,.

Au.

Ti2

4

II 11•·

What is a minor third?

Au. A third having one half step less than a major third.
~

Write minor thirds on C, Di>, E, Fti and G.

Au.

l~
What other terms are sometimes used for major and minor intervals?

Aiu. Large and small.

l How many letters does a third of any kind include?
. 'Three.
Wnte examples showing the comparison of the augmented second and the minor third on C and Bi> .

Au.
Min. Third
llM

'

Aug. Sec.

Min. Third

Aug. Sec.

&o '

&o t

:e;i

,.. A third one half step less than a minor third.
Write diminished thirds on C, C#, E and E#.

II

SHERWOOD Music

ScttOOL

Teston

CouasES- PIANo
HARMONY- Continued

4 __ __

10. Write examples showing the comparison of the major second and the diminished third onGml
Ans.
Dim. Third
Dim. Third
Maj. sec.
~ Mai Sec

II

e

f I ti

II "'"

11. Write the major, minor and diminished thirds on the iirst and fifth degrees of the scale ofG.
20 ____

Ans.
,

Min.

'JMaj .

Dim.

T25·II

Maj

Min.

Dim.

8
TECHNIC
12. How is Sight Reading cultivated?

____ Ans. Chiefly by practice.
13. What must the student first attain in cultivating sight reading?
____ Ans. A good l{nowledge of the meaning of the signs of notation.

14. What must he know on the instrument, in order to become a good sight reader?
__ __ Ans. 'The

~ey

or

~ey

combination indicated by the printed note or note combination.

15. Write, using both clefs, the scales of Db and Gb. Add the proper signatures, mark the

each scale degree, and indicate the two- and three-black-key groups by short curved lines.
12 __ __ Ans.

)

EAR TRAINING
16. Rhythmic Dictation.

17. Melodic Dictation.
18. Tonic Sol-Fa.
JOO

Total .
Pupil's ]\{ame----- - --------------- -- -- -- - ----- - - -----------------Pupil's Address ___ __- -- - __ ---- ____ _________ _________ -- ------- -

Pupil's Class N.o. ___ __ ________ __
Teacher's Name __ - - ___ -- - __ ---- ------ -- - __- __ ----- __- --- - ---- - - - - -
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GENER A L TH EORY
Scales
('This $ubjtet is continued from Lesson 23, and fa rnumed in Leuon 30.)

an now study scales with five and six sharpsof Band Fjj. These use all the black keys, and
ixth sharp required in the scale of Fjj we have
'tekey. (See Illustration 1.)
Illustration 1

Scales with Five and Six Sharps

B

T his rule applies in the same way to flat scales. For
instance, take the fourth and seventh of F, with one flat.
T he fourth, Bi>, would not occur in a scale with less than
one flat. The seventh, E, would not occur in a scale with
more than one flat, because the second flat is always El>.
Hence the rule:
'The presence of the fourth and seventh definitely fixes
the ~ey, if major.

It is possible to have scales with more than six sharps,
for instance, Cjj, with seven; but they are the same, on
the keyboard, as certain flat scales, just as the Fjj and Gi>
scales are the same. (Cjj, with seven sharps, is the same
as Di>, with five flats. See Lesson 23, GENERAL THEORY.)
that the keynote of the scale of B is the fifth
the scale with four sharps ; and that Fjj is a
than B. Also, observe that the keynotes are,
case, one degree above the last sharp.
mlity of a passage of music is definitely fixed
pisence of the fourth and seventh of the scale.
pie, let us say that we have the fourth (D)
ieventh (Gjj) of the scale of A, with three sharps.
with less than three sharps has Gjj, and no
more than three sharps has D (q).

The enharmonic correspondence between sharp and
flat keys is more fully shown by the Circle of Fifths, in
Lesson 42, HARMONY.
SUMMARY OF THE SHARP SCALES
T he scale of G
T he scale of D
The scale of A
The scale of E
The scale of B
The scale of Fjj

has 1 sharp, Fjj.
has 2 sharps, F jj Cjj.
has 3 sharps, F jj Cjj Gjj.
has 4 sharps, Fjj Cjj Gjj Djj.
has 5 sharps, F jj Cjj Gjj Djj Ajj.
has 6 sharps, Fjj Cjj Gjj Djj Ajj Ejj.

FORM AND ANALYSIS

Periods, Phrases and Sections
('This subject is contin~dfrom Ltsson 19, and is resumed in Lesson 29.)

ANALYSIS

In Lesson 19, FORM AND ANALYSIS, you were shown
the process of analysis by which we study the details of

a composition. Robert Schumann's "H~
was the piece under discussion. We shall now
similar fashion "A Little Story" by The<Xkte
(See Illustration 2.)

WU91tation 2

A Composition Illustrating Periods, Phrases and Sections

THEODORE OESTEN: A Liltle

As you play the first eight measures of this composition, which is written in the key of C, quadruple .measure, you discover that there are two four,measure phrases

exactly alike. The close of the first four-measure phrase
is indicated by a pause, or a "breathing place," as it
might be termed. The quarter rest emphasizes this
division into phrases.
Following this eight-measure period is another eight•
measure period, again subdivided into two four-measure
phrases. The key, however, changes, as is shown by the
Gjj in the 9th measure, this four-measure phrase being
in the key of A minor, the relative minor of C major.
(See Lesson 30, GENERAL THEORY.) In measure 13, G is
natural again, bringing us back into the key of C; while
in measure 15, Fjj makes its appearance, and the phrase
concludes in the key of G, at measure 16.
Now come three two-measure sections, making a
six-measure phrase; that is, an extended phrase. The

This little six-measure phrase is to be pa
slowly, and the pause in measure 22 is app
ritardando. The next eight measures, 23-30, are
like the first eight measur.es of the piece.
With measure 31 begins a new idea, in
phrase (measures 31-34) being repeated (measum
with a little variation, and ending in measure 38,
a coda, or concluding portion, begins.

In measure 42, we again meet some mim
(F-Al>),which give contrast to the cheerfulmajlr
preceding them.

EAR TRAINING
Naming lnterya/s From Their Sound

Rhythmic Dictation

period.I

The following directions are for the teacher, and the work is to be conducted at the weekly lesson
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

NAMING INTERVALS FROM THEIR SOUND
Play for the pupil the following intervals, telling him that the lower tone is C, and have him name each'
and write it:

RHYTHMIC DICTATION
Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, ml
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only 11111.

4
4

SHERWOOD Music ScH001 CouRsEs-P1ANO
GRADE PREPARATORY B

'Test on Lesson 26
GENERAL THEORY
Write the scales with five and six sharps, drawing the proper signatures, and indicating the half steps
with short curved lines .

. Am.

e

I

l •

II

;

s

' 'p C'

'

B

'2

2. How is the tonality of a passage of music in a major key definitely fixed?

• Am. By the presence of the fourth and seventh of the scale.
3. Give a summary of the sharp scales up to and including six sharps, and name the sharps in each seal~.
Am. 'The scale of G has l sharp, Fjj.
'The scale of D has 2 sharps, Fjj, Cjj.
'The scale of A has 3 sharps, Fjj, Cjj, Gjj.
'The scale of E has 4 sharps, F#, Cjj, Gjj, Djj.
'The scale of B has 5 sharps, Fjj, C#, Gjj, Djj, Ajj.
'The scale of F# has 6 sharps, Fjj, Cjj, Gjj, Djj, Ajj, Ejj.
FORM AND ANALYSIS

.4. In "A Little Story," by Oesten, what is
(a) the key?
(b) the measure?

Ans. 'T"he ~ey is C.
Ans. 'T"he measure is quadruple.

5. What do you discover as you play the first eight measures?
•• Ans. 'That there are two four-measure phrases exactly

ali~e.

6. How is the close of the first four-measure phrase indicated?
. Am. By a pause, or a "breathing place."

7. What follows this eight-measure period?
• Am. Another eight-measure period.

8. How is this second period subdivided?
. Am. Into two four-measure phrases.
9. In what key is the first four-measure phrase of the second period, beginning with measure 9?
. Am. In the ~ey of A minor.
IO. How is this change of key shown?

. Am. By the G-sharp.

SHERWOOD Music ScttooL CouRsES-
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FORM AND ANALYSIS- Continued
11. What note brings us back into the key of C, in measure 13?
4 ____

Ans. G-natural.

12. In what key does the phrase conclude, at measure~ 15 and 16?
5 ____ Ans. The

~ey

of G.

13. What note in measure 15 indicates this key?
4

-=-- Ans.

F-sharp.

14. How many two-measure sections make up the next phrase?
3 ____ Ans. Three.

15. What is this six-measure phrase called?
3

____

Ans. An extended phrase.

16. What kind of thirds does the introduction of Ei> make in this passage?
3 ____ Ans.

Minor thirds.

17. What measures are exactly like the first eight measures of the piece?
4

____

Ans. Measures 23 to 30.

18. With what measure does a new idea, in chords, begin?
3 ____ Ans. Measure 31.

19. With what measure does the coda begin?
3 ____ Ans. Measure 38.

4 ___ _

20. What does the term, coda, mean?
Ans. Concluding portion.
21. What minor third occurs in measure 42?

4 ____

Ans. F·Ai>.

2 ____

22. Naming intervals from their sounds.

2 ____

23. Rhythmic Dictation.

EAR TRAINING

100 ---- Total.

Pupil's Name ____________________________________________________ _
Pupil's Address_ _____ _____ --------------------------------------Pupil's Class J'l/...o, ______ ___ __ ___ _
'Teacher's Name _- - - --- _- - - --- -- ____ _-----------------------------Test on Lesson 26-Page 2
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' TECHNIC ' EAR TRAINING

HARMONY
lnteryafs
('This subject is continiu:d from Usson 25, and is ,-csuimd in Uuon 28.)

PERFECT FOURTH

Illustration 2

Augmented Fourths

Fourth is the interval between any tone and

degree of its major scale. (See Illustration !.)
IUustration 1

Perfect Fourths

4~

' 1 ~11 &~II
THE DIMINISHED FOURTH

I 3 I ;; II g

AUGMENTED FOURTH

A Diminished Fourth is a fourth having one haH step
less than a perfect fourth.

A diminished fourth may be obt:ained from a perfect
fourth either by lowering the upper tone, or raising the
lower tone, a half step.
The perfect fourth, D to G, in Illustration 1, may be
converted into a diminished fourth in the two ways
shown in Illustration 3.

Cto Fis a perfect fourth. By raising the upper

half step, we have the augmented fourth, C to
l>wtring the lower tone a half step, we have the
fourth, C~ to F. (See Illustration 2.)
· · any kind of fourth, it is necessary to include
in the interval. It would be incorrect, then,
GP instead of Fjl, in measure 1, of Illustration 2.

IUustration 3

Diminished Fourths

In Illustration 4 you will find Perfect, Diminished and
Augmented Fourths on all the degrees of the scale of C.

Illustration 6
Augmented Fifths

Illustration 4
Perfect, Diminished and Augmented Fourths

One

~Ped. Dim.

Aug.

I .,ll U" l 0nD

~ Pe,f. Dim.

1
1

-&-~-&

Aug.

~a Iha
I
00
0

all

In writing any kind of a fifth, it is necessary to·
five letters in the interval. It would be incorrect,
fore, to write Ai> instead of G#, in the interval Cto
THE DIMINISHED FIFTH
A Diminished Fifth is a fifth having one haH lllp
than a perfect fifth.

On cqe
~ Ha::~

A diminished fifth has one half step less than a
fifth, and may be formed from a perfect fifth by
lowering the upper tone, or raising the lower
half step. (See Illustration 7.)

1

Illustration 7
Diminished Fifths

ij ":; II ne II
In Illustration 8 you will find Perfect, Diminisbol
Augmented Fifths on all the degrees of the scalemC
THE PERFECT FIFTH
Illustration 8

A Perfect Fifth is the interval between any tone and

the fifth of its major scale. (See Illustration 5.)
Illustration 5
Perfect Fifths

4=@.e: II ~ II :: II ~
THE AUGMENTED FIFTH
An Augmented Fifth is a fifth having one half step more
than a perfect fifth.

An augmented fifth may be formed from a perfect
fifth by either raising the upper tone, or lowering the
lower tone, a half step. (See Illustration 6.)

TECHNIC

Silent Change of "finger
ying legato, it is often advisable to change
a key without allowing it to rise. For inllrike a key with the fifth finger, and while
· it, place the fourth finger upon it, and then
fifth. Now replace the fifth finger on the key
the fourth. Then move to several keys in
with one change of fingers on each, as shown

. 9.
merse or downward process is shown in the
measures of the Illustration. Strike the key with
finger and silently change to the fifth. Move
key in the same manner.

The silent change of fingers may be made with any
pair of fingers, of either hand.
All};~I/
Illustration 10 gives all the different pairs f,fj,fingers~
for both hands. The Ie(t hant hould play anl tave

1~~~'1~~1/i~~~ifttt·
rrn fl n r: r: f~ fl

B.H· 3 2
;

~

a2
21 2 1

0

3 2

a 2 a 2 s2

2

21

21

12

Ij

21 21

s

2

s

12

~

:: fl
2s

2s

12

12

~

rIf rIf F1J j I

Illustration 9

The hand is raised between measures three and four,
in beginning the return downwards.

Scale "fingerings
('Thi! subject is continued from L:uon 25, and fa rcsumt"d in L:sson 30.)

· the sharp scales up to E (four sharps) in
TBCHNIC. There are two more, B with five
F# with six sharps. We might have scales
sharps (or flats) but they would be duplicates
already studied (see Lesson 26, GENERAL
as there can only be twelve different major
die keyboard.

icales of B and F#, containing all the black
fingering will be in groups, as in the scales of
• (See Lesson 25, TECHNic.) These black-key
indicated in Illustration 11 by the slurs.

be seen that, in the right hand, the fingering of
rl 8 is "normal." (See Lesson 13, TECHNIC.)
rl F# is the same, on the keyboard, as Gi>; so
fingering is the same. (See Illustration 11.)

The scale of B is the same as the scale of Ci>, with seven
flats. (See Lesson 23, GENERAL THEORY.)

i: '""
i::::::=Q
i: '"'"""' ....
Illustration 11

Finger4tgs for the Scales of B and F#

o<

B

o>

r:: ::: ~: :. ,;
~

II

EAR TRAINING
Rhythmic Dictation (Syncopation)

Naming lnter'Yals From Their Sound

Tonk Soll•

The following directions are for the teacher, and the work it to be conducted at the weekly lesson period.
[ It may also be conducted at other times by any member o( the family who has .ome knowledge of musk.

I

NAMING INTERVALS FROM THEIR SouNo

1.

Play each of the following intervals; tell the pupil that the lower tone is C, and ask him to name die

tone.

II
2. Repeat the same series on other tones, always naming the lower tone when beginning the seM.111
ting the pupil name the upper tone after each interval.

RHYTHMIC DICTATION (SYNCOPATION)

Play (or tap) the rhythms given below, and have the pupil write them. Give the measure signature, and
aloud while playing. Explain that you will repeat each rhythmic group, but that it is to be written only once.

J :II

3

4

J

! Ji J Ji J

:II

4

:II

4

2

ToNic SovFA

Play and sing the following melody, using the Tonic Sol-Fa syllables.
same syllables.

Me Me 81111 Doh Doh

Me

Me Fan Son Son

81111 B11y Ak Doh Son

Lah Lall Soll

Me

Then have the pupil sing it,

Son F11h Me Me

Me Me F11h Son Son

Lah Ld

SHERWOOD Musrc ScHOOL CouRsEs-PrANO
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'Test on Lesson 27
HARMONY
I. What is a perfect fourth?

. Am. The interval between any tone and thefourth degree of its major scale.
l. What is an augmented fourth?

. Am. A fourth having one half step more than a perfect fourth.
3. How may an augmented fourth be obtained?

. Am. From a perfect fourth, either by raising the upper tone, or lowering the lower tone, a half step.
4. In writing any kind of a fourth, how many letters is it necessary to include in the interval.

. Am. Four letters.
S. What is a diminished fourth?

Am. A fourth having one half step less than a perfect fourth.
6. How may a diminished fourth be obtained?

. Ans. From a perfect fourth, either by lowering the upper tone, or raising the lower, a half step.
7. Write the perfect, diminished and augmented fourths on the seventh and fourth degrees of the scale of F.

Ans.
Perf.

Aug.

Dim .

Perf.

g

Dim.

Aug.

;

8. What is a perfect fifth?

. Am. The interval between any tone and the fifth of its major scale.
9. What is an augmented fifth?

Am. A fifth having one half step more than a perfect fifth.
10. How may an augmented fifth be formed?

Ans. From a perfect fifth by either raising the upper tone, or lowering the lower tone, a half step.
II. In writing any kind of a fifth, how many letters is it necessary to include in the interval?

Am. Five letters.
12. What is a diminished fifth?

• Am. A fifth having one half step less than a perfect fifth.
Copyr;,kt 1929 i., A. J. Luwiu.vw. lmpn1<1I atid lniemotiotl.tl Copyrigki 5"11red
At1n,h11mert>ed,for•tl011TU1ic1,i11elt<diftfdicri&li1Dfh'•n.1Lmon
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HARMONY-Continued
13. How may a diminished fifth be formed?

Ans. From a perfect fifth by either lowering ihe upper tone, or raising the lower tone, a half step.

14. Write the perfect, diminished and augmented fifths on the fifth and sixth degrees of the scaleofD.
Ans.

ib

Dim.

Perf.

::

'

'

..

Aug.

'

ii

n

Perf.

:

Dim.

I

·:

Aug.

TECHNIC
15. In what kind of playing is it often advisable to change fingers upon a key without allowing it ID

____ Ans. In legato playing.
16. Explain how this change is done with the fifth and fourth fingers.

____ Ans.

Stri~e

a ~ey with the fifth finger, and while still holding it, place the fourth finger upon it, ond
move the fifth.

17. Write, using both clefs, the scales of Band F#. Draw the proper signatures, mark the finge~
scale degree, and indicate the two- and three-black-key groups by short curved lines.
JO ____

Ans.

,.,,,.

EAR TRAINING
18. Naming intervals from their sound.
19. Rhythmic Dictation {Syncopation).
J

____

JOO ----

20. Tonic Sol-Fa.

Total.
Pupil's Name ___ ------ --- --_----- --- - -- - ---- - ---- - ----------------

Pupil's Address. ______________________ -----_----- _____ ----- -- -- -Pupil's Class J{o. ______________ _
Teacha's J\{ame ... ------------------------------------------------

Test on Lesson 27- Page 2
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HARMONY ' INTERPRETATION ' EAR TRAINING

HARMONY
Intervals
('This nWJect iJ continued from Lesson 27, and is resumed in Ltsson 29.)

Illustration 2

MAJOR SIXTH

Augmented Sixths

• Sixth is the interval between any tone and.
degree of its major scale. (See Illustration 1.)

Illustration 1
Major Sixths

'

-&

I ;: I

~ II ii;: II

Observe, again, the necessity for using a double sharp:
In Illustration 2, measure 3, it would be incorrect to
write Ax as B, as six letters only are included in any
kind of sixth.
THE MINOR SIXTH

that a double sharp is necessary in writing a
iith above A#, because a major scale constructed
md require Fx as its sixth degree. (See Illus~ measure 4.) It would be incorrect, although
the same, to write G in place of Fx, for six
must be included in writing sixths of any kind.

A Minor Sixth is a sixth having one half step less than

a major sixth. It may be formed from a major sixth by
either lowering the upper tone, or raising the lower tone,
a half step. (See Illustration 3.)
Illustration 3
Minor Sixths

MENTED SIXTH
Augmented Sixth is a sixth having one half step
a major sixth. It may be formed from a major
either raising the upper tone, or lowering the
m, a half step. (See Illustration 2.)

In Illustration 4, you will find Major, Minor and
Augmented Sixths on all the degrees of the scale of C.

THE DIMINISHED SEVENTH
A Diminished Seventh is a seventh having one
less than a minor seventh. It may be obtained
minor seventh by either lowering the upper
raising the lower tone a half step. (See Jlluslnlill

Illumation 7
Diminished Sevenths

THE MAJOR SEVENTH
A Major Seventh is the interval between any tone and
the seventh of its major scale. (See Illustration 5.)

In Illustration 8 you will find Major,
Diminished Sevenths on all the degrees of the aale

Il1ustration 8

Illustration 5
Major Sevenths

Major, Minor and Diminished Sevendit

THE MINOR SEVENTH
A Minor Seventh is a seventh having one half step less

than a major seventh. It may be formed from a major
seventh by either lowering the upper tone, or raising the
lower tone a half step. (See Illustration 6.)
Illustration 6
Minor Sevenths

OnD

~~: 11fil 11: I

INTERPRETATION

'The Pedals
(This subject is ctmtimud from Lesson 19, and is resumi:d in L:uon 39.)

Af.fl'ER PEDAL

(Continued from Lesson 19.)

the important uses of the damper pedal is to
the connection of tones, in order to make legato
is usually produced by holding down the first
the second key is played. When this is not
or instance, if there is a wide skip between
and the fingers are obliged to leave the keys
the tones should cease- the damper pedal can
to keep the dampers raised, and so sustain the

ming the damper pedal, and holding it down
the measure at (a) of Illustration 9, where
illustration 9

Damper Pedal Sustaining Tones

fj

t

IEd

LPedat hdd duwnJ

(b)

E~ct

found, the chord will be sustained just as much
keys were held through the entire measure, as
the hand will, at the same time, be free to play

The moment of releasing the damper pedal is really of
more importance than the moment of depressing it. It
is very plain that it must be raised when any keys are
struck whose tones do not harmonize with those immediately preceding and still sounding. The pedal may
be held over different tones which harmonize as in Illustration 11 (a), but should not be held over those which
do not harmonize, as at (b). Try the effect in each case.
IlJustration 11

;E'assages Suitable (a) and Unsuitable (b) for Continuous Pedal

'(a):r

J

J

(b)

llJ (J

B

In using the pedal to connect chords or single tones,
it should be depressed 'immediately after playing the
first tone or chord to be held, not at the same moment.
For example, in Illustration 9, where the chord at (a) is
struck on the first beat, the pedal should be depressed at
the half-beat, or just before the fingers are taken off the
chord.
Various ways of indicating the exact use of the damper
pedal (Damper Pedal Markings) are shown in Lesson 39,
TECHNIC.

evidently most important not to use the damper
that tones are sustained when they should not be
If, for instance, the pedal be held through the
of Illustration 10, we shall have both chords
together, as in the second measure, which
make a very discordant effect.
Illustration 10

Damper Pedal Incorrectly Used

The release of the pedal should always be noiseless.
Taking the foot abruptly off the pedal produces a disagreeable "bump" and should be avoided. The heel
should rest on the floor, and the pedal should be pressed
down by the ball of the foot, and allowed to rise silently
to the normal position, when released.
The connecting of single tones and chords, as explained, is not the only function. of the damper pedal.
As the depression of the pedal removes all the dampers
from the strings, there will be a certain amount of vibration in many that are not struck by the hammers. This
is called sympathetic vibration, and occurs in the strings
giving tones closely related to those of the strings that
are struck.

SCHOOL

The tones from these other strings are very faint,
yet they affect somewhat the tone given out by the
strings struck.
The more loudly the struck strings of the piano are
made to sound, the more the sympathetically related
strings also vibrate, provided the pedal is depressed so
that they are free to do so. The damper pedal does,
therefore, increase the tone in loud playing, which

accounts for its being popularly called the "IOIX!'
pedal. You will have seen, however, from the explait
tions given, that damper pedal is a better name for it
Its functions as described in this Lesson are two:
1. To sustain tones, and so assist in making a legato.

2. To allow of sympathetic vibration from the 1111'
played strings.

EAR TRAINING
Transposing Inter.'llals

Melodic Dictation

TRANSPOSING INTERVALS
(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

Transpose the following succession of notes into all keys, beginning on middle C, and rising a half step each tinr.
Play the first two notes, C BJ;>, over and over again, until their sound is firmly fixed in mind. Transpose the two nola
into several keys. Then begin your transposition of the entire succession of notes. Observe that after playing ti&
first two notes, you then simply play the note which is a half step higher, and then the note a half step higher still
The last note of the succession is the octave of the first.

.. I
The following directions are for the. teacher, and the work is to be ~onducted at the weekly lesson peri~.
[ It may also be conducted at other um.es by any member of the fanuly who has some knowledge of music.

1
·

MELODIC DICTATION

Play the following note groups, and have the pupil write them. Observe that no measure signature is used. Gi11
the name of the tone-on which each melody· begins. Play each one several times, if necessary, and do not proceed tot!&
next one until the pupil has had an opportunity to write the one played.

llr J J J J I :J F J J J
?= J

r rrr

11r

J

r r r 11 J r r r

J

II

rJ

11

r J r r r1

J J fI
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'Test on Lesson 28
HARMONY
1. What is a major sixth?

Ans. 'The interval between any tone and the sixth degree of its major scale.

2. What sign is necessary in writing a major sixth above All?

Ans. A double•sharp sign.
3. How many letters must be included in writing sixths of any kind?

Ans. Six letters.
4. What is an augmented sixth?
Ans. A sixth having one half step more than a major sixth.

S. How may an augmented sixth be formed?
Ans. From a major sixth by either raising the upper tone, or lowering the lower tone, a half step.

6. What is a minor sixth?
Ans. A sixth having one half step less than a major sixth.

7, How may a minor sixth be formed?
Ans. From a major sixth by either lowering the upper tone, or raising the lower tone, a half step.

8. Write the major, minor and augmented sixths on the first and third degrees of the scale of F.
Ans.
Maj.

9.'b

i

Min.

t

,11,!•i.

Aug.
j

i

II

Min.

;,

Aug.

"S

II

What is a major seventh?
Ans. 'The interval between any tone and the seventh of its major scale.
10. What is a minor seventh?

Ans. A seventh having one half step less than a major seventh.

11. How may a minor seventh be formed?

. From a major seventh by either lowering the upper tone, or raising the lower tone, a half step.
12. How many letters must be included in this interval?

Ans. Seven letters.
13. What is a diminished seventh?

Ans. A seventh having one half step less than a minor seventh.
14. How may a diminished seventh be obtained?

Ans. From a minor seventh by either lowering the upper tone, or raising the lower·tone, a half step.

SHERWOOD Music ScHOOL CouRs£S-
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HARMONY- Continued
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15. Write the major, minor and diminished sevenths on the second and sixth degrees of thescale<I~
Ans.

12

Dim.

Min.

T28 -tfi

'

&"

..

! e Maj .

""

1

r

1

-e-

..

i7

Maj .

f

Z

Min .

:

Dim.

INTERPRETATION
16. What is one of the important uses of the damper pedal?
4 _ __ _

Ans. 'I'o assist in the connection of tones, in order to

ma~e

legato effects.

17. How is legato usually produced?
4

____

Ans. By holding down the first

~ey

until the second

~ey

is played.

18. When this is not possible, as in wide skips, what can the damper pedal do?
4 ____

Ans. It can continue to

~eep

the dampers raised, and so sustain the tones .

19. What is of more importance than the moment of depressing the damper pedal.
5 _ _ _ _ Ans. 'I'he moment of releasing it.

20. When should the pedal be raised?
4 ____ Ans.

When any ~eys are
sounding.

strnc~

whose tones do not harmonize with those immediately preceding

21. When should the pedal be depressed to connect chords or single tones?
s __ __ Ans. Immediately after playing the first tone or chord to be held.

22. What is another function of the damper pedal?
4 ____ Ans.

'I'o allow of sympathetic vibration from the strings not strnc~by the hammers.

EAR TRAINING
5

___ _

23. Transposing Intervals.

2 ____ 24. Melodic Dictation.

100 - -- -

Total.

Pupil's Name ___ __ ___ ---- -- -- __ ___----------- ____ ------- ---------Pupil's Address_ ____ ___ _______ __ ----- - --- ___ _- ---- --- - - - ___ _____ _

Teacher' s N ame ____ __----- - -- __ - -- ---- ---- ______ ----------- ___ - - - -
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HARMONY , FORM AND ANALYSIS , EAR TRAINING

HARMONY
InteT'vals
(This &ubjcct is COl'ltinued from Ltsson 28, and is resumed in Luson 32.)

Illustration 2

PERFECT OCTA VE

Augmented Octaves

Meet Octave is the interval between any tone and
degre.e, or octave, of its major scale. (See

~(a)

n_ 1 &_II

!.)

(h)

i-11:_11

Illustration I
Perfect Octaves

THE DIMINISHED OCTAVE
A Diminished Octave is an octave having one half step

AUGMENTED OCTAVE
Augmented Octave is an octave having one half
than a perfect octave.

mgmented octave may be formed from a perfect
by either raising the upper tone, or lowering
tone, a half step. (See Illustration 2.)
1>unusual for an octave to be anything else than
that scme printers place a natural sign before
not intended to be changed, in order to avoid
· ·ty of misunderstanding. This is really un. The notations at (a) in Illustration 2 are
Those at (b) are sometimes found.

less than a perfect octave. The diminished octave may be
formed from a perfect octave by either lowering the
upper tone, or raising the lower tone, a half step. (See
Illustration 3.)

Illustration 3

-

Diminished Octaves

II u.. 11
In Illustration 4 you will find Perfect, Augmented
and Diminished Octaves, written on all of the seven
degrees of the scale of C.

Dlustration 4

Dlusttation 6

Perfect, Augmented and Diminished Octaves

Minor Ninths

ll:

~Perl. Aug.

One

.::. 11

~ Pcrf.

rnm.

II '•:

ll0nn

Aug.

~;m.

: 11 •: II: II
THE AUGMENTED NINTH
An Augmented Ninth is a ninth having one hi
more than a major ninth.
,

The augmented ninth may be formed from~
ninth by either raising the upper tone, or lo ·
lower tone, a half step. (See Illustration 7.)
Illustration 7

Augmented Ninths

THE MAJOR NINTH
A Major Ninth is the interval between any tone and
its second scale degree in the octave above. (See Illustra~

tion 5.)
Illustration .5
Major Ninths

The major ninth is an interval combining a perfect
octave and a major second.
A ninth, being a compound second (see Lesson 22
may, like that interval, be either major,
minor or augmented. (See Lesson 24, HARMONY).

HARMONY)

THE MINOR NINTH
A Minor Ninth is a ninth having one half step less than
a major ninth.

The minor ninth may be formed from the major ninth
by either lowering the upper tone, or raising the lower
tone, a half step. (See Illustration 6.)

In Illustration 8 you will find Major,
Augmented Ninths written on all of the seven
the scale of C.
Dlustration 8

FORM AND ANALYSIS

'Periods, 'Phrases and Sections
(This subject is contint.1t:d from Lesson 26.)

diisLesson we shall analyze the little piece, "A Fairy Tale," composed by Hugo Reinhold. (See Illustration 9.)

Illustration 9
A Composition Illustrating Periods, Phrases and Sections

This piece contains thirty•two measures as printed,
the repetition of the second part making forty-eight
measures in all. The first part, up to the double bar, con·
sists of a sixteen•measure period.
We do not call the first eight measures a period, but
an eight•measure phrase, because it has no conclusive
ending. The repetition of the same eight measures
forms a second phrase, ending distinctly on the key·
note, G.
The Dji, in measure 4, carries the composition for a
moment out of the key, but the break in the tcnality is
very brief, and the key of G continues, in general, all
through the first period of sixteen measures.
The second period, measures 17·32, is again mostly in
the key of the tonic, G.

brought about by the Gji's and F's. This period
eight-measure phrases, like the first period.
Notice that its second phrase, measures 1l<
sembles the opening phrase of the piece; and
have the first suggestion of a plan of com ·
quently used in forms to be studied later
of recurrence, or the return of a theme for the
division.
1n·this repetition of the opening phrue, itia ·
ing to note some devices which the composer
to make variety and contrast, while still keeping
musical idea. For example, the melody in
B C; in measure 25 it is varied by the subs ·
two notes, D and C, for the C alone, these tlQ
. respectively dotted eighth and sixteenth nota.

Measures 21·24 have a short digression to A minor

Ei\R TRi\INING
Rhythmic Patterns for Scale-Playing

The following directions are for the teacher, and the work is to he conducted at the week1y lesson period.
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

I

Play (or tap) each of the following examples two or three times, the same as for Rhythmic Dictation; then
pupil play in the given rhythm, first the scale ofB, then the scale ofF, one octave, both hands. After playing it
he should play it downwards, to the same rhythm.

4
4

Jn J. .b 1J J J

4

2
4

n=n J

2
4

in J

i .b J .b J 1.b J .b J

3

3
4
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'Test on Lesson 29
HARMONY
I. What is a perfect octave?

. Ans. The interval between any tone and the eighth degree, or octare, of its major scale.

2. What is an augmented octave?

. Am. An octave having one half step more than a perfect octave.
3. How may an augmented octave be formed?

• Am. From a perfect octave by either raising the upper tone, or lowering the lower tone, a half step.
4. What is a diminished octave?
.. Ans. An octave having one half step less than a ·perfect octave.

5. How may a diminished octave be formed?
. Am. From a perfect octave by either lowering the upper tone, or raising the lower tone, a half step.
6. Write the perfect, augmented and diminished octaves on the first and seventh degrees of the scale of E~ .
. Ans.

'~1.,

Perf.

:

Aug.

·:

Dim.

Pf:

Perf.

:

Aug.

n:

Dim.

7. What is a major ninth?
.• Ans. The interval between any tone and its second scale degree in the octave above.

8. What is a minor ninth?

.. Am. A ninth having one half step less than a major ninth.
9. How may a minor ninth be formed?
.. Ans. From the major ninth by either lowering the upper tone, or raising the lower tone, a half step.

10. What is an augmented ninth?

.. Am. A ninth having one half step more than a major ninth.
11. How may an augmented ninth be formed?
.. Ans. From the major ninth by either raising the upper tone, or lowering the lower tone, a half step.
Copyrighr 1929 I>)' A. J.

Luw~LLYN. /mpm:O.I and /uum1nimv.I Copynghc
AUrigh!~ttmv.:d,fO'f<1llco11ni.iu,including1""•i&htoftr<11Ula.tion

.su....d

'Teston
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HARMONY-Continued

12. Write the major, minor and augmented ninths on the sixth and fifth degrees of the scale of A
12 --- -

Ans.

FORM AND ANALYSIS
13. In "A Fairy Tale," by Reinhold, how many measures are there, with the second part repeaudl
4 ____

Ans. Forty·eight measures.

14. How many measures in the first period?
4 ____ Ans.

Sixteen measures.

15. Why do we not call the first eight measures a period?
7 _ _ _ _ Ans.

Because there is no conclusive ending.

16. What is the meaning of recurrence, used in connection with measures 25 to 32?
____ Ans. 'The return of a theme for a closing division.

17. In what measures in the recurrence do you find quarter notes in the first theme changed to
eighths and sixteenths?
7 ____ Ans_.

Measures 25, 27 and 30.

EAR TRAINING
2 __ __
JOO __ . _

18. Rhythmic patterns for scale-playing.
Total.
Pupil's ,Name___ _-- - - --------- ____ __ ___ _____ -- ---------- __ _______ _
Pupil's AddresL---- ------ __ _
Pupil's Class

N.o. ______________ _

Teacher's Nam e _____ __ --- _----- - - __ ___ _____ __ ___ -- - - ---------- - - - -

Test on Lesson 29----Page 2

eSherwood <2iliusic eSchool ~ourses

fi)

PIANO

GENERAL THl!ORY ' Ti!CHNIC '

EAR

L mo• 30

TRAINING

GENERAL THEORY

Scales
(This n'hjcct is COl'ltinucd from Uuon 26.)
Illustration 2

The Natural Minor Scale

lie tones of a major scale are played in succession,
· and ending on the sixth degree instead of on
we produce a scale in which the arrangewhole steps and half steps makes a very different
fnm that of the major scale. (See Illustration 1.)
Illustration 1

t- cl the C Major Scale,

Beginning and Ending on A

(the Sixth De&tte)

0

0

0

O- Ii

the third degree
in di. major scale, is always a major third; but in
is a mil1Dr third (A-C). From this fact such an
of tones is called a Minor &ale.
are several forms of the minor scale, and, in
ilm, the third degree is a minor third above the
llOlt important difference is in

?UlAL MINOR ScALB

fmn of minor scale shown in Illustration 1 is
die Natural Minor. The half steps in this scale
ltlv.= the second and third and between the
aixth degrees. (See Illustration 2.)

%
0

j

II

0

In addition to the minor third, A-C, it will be seen that
the sixth and seventh degrees are also minor; that is, A-Fis
a minor sixth, and A-G is a minor seventh. It is as if we
played the scale .o f A major, omitting the sharps. (See
Illustration 3.)
nfustration 3
Scale of A Major Converted Into Natural Minor

0

0

These changed intervals give the scale an entirely
different character. It seems to suggest a less cheerful
mood than the major scale.
The natural minor scale of A is identical with an
ancient Greek scale; in fact, both our major and minor
scales are the survivals of scales used in the early days of
the evolution of music.

THE HARMONIC MINOR SCALE

RELATIVE MAJOR AND MINOR SCALlB

The half step between the seventh and eighth degrees
in the major scale, making the seventh degree a leadingtone, soon caused a desire for a leading-tone in the minor
scale, also. Consequently, the seventh tone was raised
(G to G#), so that the scale might progress by a half step
into the tonic.

A minor scale, in whatever form, is said In
Relative Minor of the major scale beginning on itl
degree. The scale of A minor is the relative min«
major. Similarly, C major is the relative maj<r
minor. (See Illustration 6.)
Illustration 5

The scale thus formed is the Harmonic Minor Scale,
with half steps in three places, and an augmented second
(three half steps) between the sixth and seventh degrees.
(See Illustration 4.)

Relative Major and Minor Scalea

C Major

A Minor

Illustration 4

The Harmonic Minor Scale

THE

~ .. A

0

MEwmc MmoR

ScAtE

TONIC MAJOR AND MINOR SCALFll

11JJ

The augmented second of the harmonic minor scale,
made by raising the seventh degree, seemed awkward and
unsingable. Therefore, another change was made, raising the sixth degree a half step (F to F#) and giving us
the Melodic Minor Scale. It is shown in Illustration
5 at (a).
In descending, the sharps to the sixth and seventh
degrees are both omitted, as there seemed no necessity
for a leading-tone in descending. The descending form
of the melodic minor scale, therefore, is identical with
the natural minor scale, and is shown at (b), Illustration 5.
Illustration 5
The Melodic Minor Scale

'(a)
~

~0

0

0

tto

-

II

(b)

-1910

(~)0

0

0

ii

II

Major and minor scales beginning on the same
note are said to be the Tonic Major and Tonic
each other. The scale of A major is the tonic
the scale of A minor; the scale of A minor ia
minor of A major. These relations are shown at
(b), respectively, in Illustration 7. (The con
the tonic major into the tonic natural minor wa1
in Illustration 3.)
Illustration 7

lie signatures of minor

~eys

are the same as the sig•
of their relative major ~eys, because the notes
are the same, with the exception of the changes
for the sixth and seventh degrees, and for
accidentals are used as required. Thus, the sig·
of E minor, the relative minor of G major, is one
(F#), the same as the signature for G major; the
for B minor is two sharps (F# and C#), the
as the signature for D major, its relative major;

11on.

btration 8 shows the key signature of each major
ml its relative minor. The large note represents the
degree of the major key, the smaller note represents
Di degree of its relative minor key.
Illustration 8
Sienaturn for Relative Major and Minor Key,

~
A minor

G

D

B minor

A

F# minor

F#
D~ minor

G minor

C mino r

GI>
Bb minor

Eb minor

In other words, it includes, on the piano, all the keys
in succession, both black and white, from the beginning
to the end of the passage. (See Illustration 9.)
Illustration 9

The Chromatic Scale

~ -e-#-e-o#o
(a)

'

?!

0

~0

u

0

0

0 #0

It

0

~0

q0

~00

&o-a- II

The word, chromatic, is derived from the Greek
word chroma, meaning color. The tones intervening
between the diatonic tones were formerly indicated in
colors. The ancient lyre of the Greeks had colored
strings.
A chromatic scale may begin on any key, black or
white. Since it does not strictly belong to any tonality
it may be used in all tonalities. In general, raising signs
(sharps or naturals) are used for an ascending passage
and lowering signs (naturals and flats) for a descending
passage; but the use of sharps or flats depends upon the
tonality immediately preceding and following the pas·
sage.
In the above illustration, assumed to be in the key of C,
F# and Bi> are retained in both ascending and descending
forms, as the notes are commonly met with in chords of
the related keys of the dominant (G) and subdominant
(F). In chromatic passages, however, A# would often
be used instead of Bi>, if ascending; whereas Gi> would,
in almost any instance, be an incorrect notation for F#.
Illustration 10 shows a chromatic scale passage as it
might occur in the tonality of El>. According to the keys
of the keyboard, it is exactly the same as Illustration 9
(a), beginning on the fourth note, but the notation of
many of the tones is different, to conform to the El>
tonality.
Illustration 10

A Chromatic Scale Passage in the Key of Eb

'le Chromatic Scale is a scale which has twelve half
ia the octave, thus dividing the whole steps of the
· Kale into half steps.

0

qe

n

0
0

ffH

TECHNIC

Scale "fingerings
('This

Jubjtct is continued

from Uuon 27, and

C, G, D, A AND E MINOR SCALES (HARMONIC)

In this Lesson, GENERAL THEORY, the minor scale has
been explained, with the arrangements of the whole
steps and half steps in its three forms, natural, harmonic
and melodic.
As the harmonic minor is in most general use, we
shall begin our practice of the minor scales with the
harmonic form.
The first minor scale presented was A minor, on
account of its very close relationship to C major-it is
its relative, or parallel, minor.
However, in fingering, there is often a closer relationship between the major and minor scales beginning on
the same keynote; that is, between the tonic majors and
minors, whether harmonic or melodic in form. We shall,
therefore, study the minor scales in the same order as
the major scales, beginning with C.
The fingering of the first five harmonic scales, C, G,
D, A and E minors, is· normal-the same as that of the
respective tonic majors. (See Lesson 13, TECHN!c.)

iJ mumcd in Uuon JL)

!

Illustration 11
Harmonic Minor Scales C, G, D, A llld B

Scale of C mino'

t: ;:; :: ;; ;.,
11!: :; ·;-: : : t I

; ; ; :; ;.r. I

r•o<A•~·

!~ ;

!:

Scale of E minor

:

It will be sufficient to give one octave of each,
showing the notes and fingering. (See Illustration 11.)

EAR TRAINING
Rhythmic Patterns for Scale-Playing

period.I

The following directiorui are for the teacher, and the work ia to be conducted at the weekly lesson
[ It may also be conducted at other times by any membtt of the family who has aome knowledge of music.

Play (or tap) each of the following examples in the same way as for Rhythmic Dictation; then have dii
reproduce the rhythm in the form of a scale of one octave, playing first the B~ scale, and then the E~ ecale,ir
rhythmic example.

SHERWOOD Music ScHOOL CouRsEs-PrANO
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'Test on Lesson 30
GENERAL THEORY
Wherein lies the most important difference between the major and minor scales?
Ans. 'I'he third degree is always ma}or in the major scale and always minor in the minor scale.

l What other degrees, in addition to the third degree, are also minor in the natural form of the minor scale?

Ans. The sixth and seventh degrees.
3. Convert the following major scale into a natural minor scale, by adding accidentals.

Ans.

' 'e

e

,,

e

ii

0

4, How was the minor scale made to progress by a half step into the tonic?

Ans. The seventh tone was raised.
S. What is the scale thus formed called?

Ans. The Harmonic Minor &ale.
6. Why was another change, that of raising the sixth degree a half step, made?

Ans. Because the augmented second in the harmonic minor scale seemed

aw~ward

and unsingable.

7, What was the resulting form of the minor scale called?

Ans. The Melodic Minor &ale.
8. With what scale is the descending form of the Melodic Minor Scale identical?

Ans. The natural minor scale.
9. Write the melodic minor scale beginning on A, ascending and descending.

Ans.
If

J o _,,.-

10. What are Relative Major and Minor scales?

Ans. Those scales of which the major begins on the third degree of the minor.
II. What are Tonic Major and Minor Scales?

Ans. Major and minor scales beginning on the same

~ey-note .

J. L1.11W!UYN. lmptri.>l <1..d lnlcr"4t'°'1al Co11YTigh1 &cured
Allri&/itt1turwcl, fvr<1Hcounmu, imludin& Cht ri&hloftransla.tion

CAp,rijjhl 1929 &, A.
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GENERAL THEORY- Continued
12. What is the rule for the signatures of minor keys?
5 ___ _ Ans.

12

They are the same as the signatures of their relative major

,.

~eys.

13. Write a whole note, representing the first degree of the major key, and a small black note, rep
the first degree of the relative minor key, for each of the following signatures:
____ Ans.

Tao-13

~

11•11

.

II~'·

~

I~

i-'I

11~1

(9

I

II~'·

14. What is the Chromatic Scale?
5 _ _ _ _ Ans.

A scale which has twelve half steps in the octave.

15. What chromatic signs are generally used for chromatic.scale passages?
Ans. Raising signs (sharps or naturals) for ascending, and lowering signs (naturals or fiats) for

TECHNJC
16. What harmonic minor scales have normal fingering?
5 ___ _ Ans.

C, G, D, A, E.

17. Write the harmonic minor scales of D and E, both clefs, showing the proper signatures and the
ment of the fourth finger of each hand.
10 ____ Ans.

!l~tn
; ~ :~
: ::~
~ : lllf :;:::
EAR TRAINING
2 . __ _

100 ____

18. Rhythmic patterns for scale playing.

Total.
Pupil's N ame_ _____________ ------------ __-------- ___------ - - _____ _

Pupil's Address_ ________ ___________ -------- - ___ ------- - - ________ _
Pupil's Class N..0- ---- - ------- -- Teacher's Name ____ - - ---- ----- - - - - ------- - - - - - ----- ------ - ----- - - -

Test on Lesson '.)0------.Page 2
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&id-grade 'Test 'Jollowing Lesson 30
GENERAL THEORY
(L. 21) In what manner does the order of flat scales differ from the order of sharp scales?

Each new flat scale has for its ~eynote the fifth below the ~eynote of the preceding scale, but the new
sharp scale has for its ~eynote the fifth above the ~eynote of the preceding scale.

A...

1 {L. ~Write after each note below, another note giving the same sound on the keyboard.

Ans.

~1r20-2

'1

ve

II~ " I

(L. 23) Give a summary of the flat scales from F to Gi>, inclusive, and name the flats in each scale.

A"'.

F has I flat (Bi>). Bi> has 2 flats (Bi>. El>). Ei> has 3 flats (Bi>. El>, Ai>). Al> has 4 flats (Bi>. El>,
Al,, Di>). D l> has 5 flats (Bi>. El>, Al>. Dl>, GO>). GO> has 6 flats (Bl>, El>, Al>. Di>, GI>, Ci>).

(L. 26) Give a summary of the sharp scales from G to F#. inclusive, and name the sharps in each scale.

A"'.

G has I sharp (F#) . D has 2 sharps (F#. Cj!) . A has 3 sharps (F#, C#, Gj!). E has 4 sharps
(F#, Clf, Glf, D#). B has 5 sharps, (F#. C#. G#. D#. A#). F# has 6 sharps, (F#. Cjf, Glf,
D#, A#. Elf).

(L. 30) Write the relative major and minor scales (harmonic form) having the signature of one sharp .
Indicate the half steps by short curved lines.

Am.

' ...~L Maj or
•

,

~j

G. ,.rt

e )' a

E M'mor
.........
e

'4$e

fs )'
"

6. (L. 30) Write the major scale and the minor scale (natural form) beginning on D. Draw the proper sig·
natures and indicate the half steps by short curved lines.

A"'.

D Minor

D Major

0

e

.....

p

8

6

.:!

" II

@r

9::;:. Y

0

8

if

.

9

II

(L. 30) Write the melodic minor scale, ascending and descending, beginning on B. Draw the proper
signature and indicate the half steps by short curved lines.

A111.

t

Desce nd ing

Ascending

o

-a-_,o

e

s t'•v 9

s

"
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::£@

(L. 21) What is Harmony?

8.
3

____

Ans.

9.

The art of combining tones of different pitch, and connecting these combined tones into

(L. 21) Give the names of all the scale degrees.
1, Tonic. 2, Supertonic. 3, Mediant. 4, Subdominant. 5, Dominant. 6, Su.bmediant. 1,

____ Ans.

tone.

10. (L. 22) Give a general definition of interval.
2 ____ Ans.

The relationship between two tones, numerically expressed.

11. (L. 22) Write, in whole notes, all the intervals in common use in the key of E~, above the
Indicate the name of each interval.
3 ---- Ans.
MT30·1I

t&\

I

I" I

I

I

9

I

I

I

e ••
s
e n
e @
II
9
9
6
9 9
.....U .......... M..'!. .•..... .l':t.L ......P. ..'t: .......f'. .. '.:. .......1.".LJ?...... tl ...7....... P. ..•'JL .....l ..L.

12. (L. 23) Write the perfect and augmented primes on the mediant and submediant in the keyd'D.
2 ____ Ans.

On Submediant

On Mediant
i;le
MT30·l2

Perf.

e Jiie
Aug.

II

ee

e !ta

Perf.

Aug.

13. (L. 24) Write the major, minor and augmented seconds on the supertonic and leading-tone ci ,._
3

__ __

Ans.
MT30·13

On Supertonic

fJ. s
,~Jt oP

e"P

Maj.

On Leading -Tone

e !p>

Min.

Aug.

o (111

I

Maj.

Min.

Aug.

14. (L. 25) Write the major, minor and diminished thirds on the dominant and mediant of F.
3

____

Ans.
MT30-14

th

On Dominant

On Median!

hit

B
Maj.

Min.

Dim.

&;;
Maj.

!!
Min.

Mid-Grade Test Following Lesson 30-Page 2
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HARMONY- Continued
15. (L. 27) Write the perfect, augmented and diminished fourths on the subdominant and submediant ofBb.

'

.~

I

On Submediant

On Subdominant

"~

I

i

Perf.

I

II

e

I*~

g

Dim.

Aug.

Perf.

Aug.

Dim.

16. (L. 27) Write the perfect, augmented and diminished fifths on the tonic and 'leading-tone of A.

. Ans.

lno·IG

tJ:f11~

On Tonic

I

;

i

Perf.

On Leading-Tone

Ii:;

Jf~

Aug.

I

I

%~
Perf.

Dim.

x:

Aug.

19

Dim.

17. (L. 28) Write the major, minor and augmented sixths on the supertonic and subdominant of E.

. Ans.
MT30·11

.

~fy On Supertomc

On Subdominant

;;

~;;

• ;, I
Maj.

Min.

I ''i

Maj.

Aug.

Min.

Aug.

18. (L. 28) Write the major, minor and diminished sevenths on the dominant and mediant of Eb .

. Ans.
MT30-IB

!N 1,

7n Dominant

ii:

I :

Maj

On Median!

0

Min.

I 6 II '!
Dim.
Maj.

:

Min.

Dim.

19. (L. 29) Write the perfect, augmented and diminished octaves on the submediant and subdominant of G .

• Ans.
MT30·19

,.

.

.

i:

On Subdominant

On Submed1ant

: I

Perf.

!)

Aug.

I

Perffr'

Dim.

*'

Au~

b11

Dim-0-

20. (L. 29) Write the major, minor and augmented ninths on the tonic and dominant of B.

. Ans.
MT30·20

On.,6!'onic

:1
• =m1'
I U

1!'7-

1".r

e

e

e

Maj.

Min.

Aug.

On Dominant

:

Maj.

~:
Min.

:

Aug.

TECHNIC
21. (L. 22) What is ·meant by
(a) finger actio.n?
(b) hand action?
(c) forearm action?
(d) arm action?

Ans. 'The fingers moving from the ~nuc~le joint.
Ans. Movement is of the entire hand from the wrist.
Ans. Action of the arm from the elbow.
Ans. Action of the arm from the shoulder.

Mid-Grade Test Following Lesson 30----Page 3
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TECHNIC-Continued

lo

22. (Ls. 22, 27) Write, using both clefs, the scales of Ai> and Flj. Draw the proper signatum
the fingering for each scale degree.
Ans.

____

h'" ' '

23. (L. 30) Write, using both clefs, the harmonic minor scales of G and A; draw the proper signa
indicate the placement of the fourth finger of each hand.

-If!·;;:.:::. \.~I!.::.~,.. ·~·..
II

INTERPRETATION
24. (L. 24) How must music be learned in order to memorize it?
____ Ans.
Passage by passage, and built up by connecting and relating these passages.
25. (L. 28) What are the two most important functions of the damper pedal?
____ Ans.
l. To sustain tones, and so assist in ma~ing a legato.
2. 'To allow of sympathetic vibration from the unplayed strings.
JOO ----

Total.
Pupil's Name ____ --- ------------- - - -- - - - -- - - . - -- - - - - ·· ---- - - -- -- -----Pupifs Ackh-ess ... __ ________ __ ___ ____ ________ -- -- ---- ____ ___ ___ __ _

Pupil's Class N.o. ____________ _

TO THE TEACHER: Please fill in your name and address below. The Examination
Paper will be returned to that address in one of our special mailing envelopes.

TeacheT's Name _____ -------------- __ --- ------ _____ ------ ---------------·--··
Teacher's
Account Number

Street Address-- - ------- - ------------- - -------------------------------·······

City and State _________ _--- - -- ----- - --- ---- - ------- ·· - - -- -- ---- - --------- -
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LmON 31

FoRM AND ANALYSIS , TEcHNIC , EAR TRAINING

FORM AND ANALYSIS

One-Part Primary "'.form
first Lessons in

were con. .
with the single period. (See Lesson 17, FoRM
ALYSIB). This was a sufficient musical setting
y of the old ballads, or simple narrative
in song, much used about the year 1000 A.D.; it
y resulted in a composition of short and
character.
FORM AND ANALYSIS

ANALYSIS

The following example is one of these simple melodies,
consisting of a single period, and constituting a One-Part
Primary Form now seldom used. (See Illustration 1.)
The tonic key is not left at all, and each phrase ends with
the tonic chord, that at the end having a suitably conclusive effect.

Illustration 1
A Composition in One-Part Primary Form
(Composition in Single Period)

Old English Melody

'Two-Part Primary ':form
Two-Part Primary Form, or Binary Form, as it is
sometimes called, is an enlargement of the one-part form.
It consists of two parts, each one of which in itself corresponds to the one-part form. Being derived from the
early folk-song, it is termed by some, Two-Part Song
Form.

of F, is an excellent example of the T-Part
Form. (See Illustration 2.)
Observe that each part is a period consisting
phrases, each phrase being the usual four
length. Part I ends in the key of C, the
Part II ends in the key of F, the tonic.

Part I is a statement of the principal musical thought.
Part II resembles Part I in general character. The close
of Part I is decisive in its harmony, but may be in a related key. Part II must close in the key of the tonic, the
original key of the composition.
ANALYSIS

The following Sicilian Mariner's Hymn, in the key
illustration 2

--

PART I

A Composition in Two-Part Primary Form

TECHNIC

Scale Fingerings
(This nibj«t i.s continutd from Lesson 30, and is resumed in L:sson 41.)

and, therefore, includes all keys, black and white. It
may be fingered as in Illustration 3, with the third finger
(of either hand) on every black key. This is not the only
fingering; others are presented in a later Lesson.

chromatic scale, as explained in Lesson 30,
THEORY, ascends and descends by half steps

Illustration 3

Chromatic Scale Fingering
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Suggestions for Practice
not make progress in music study if you are trying to
play the piano and thinking of other things at the same
time. The opportunity to study music is worthy of your
best concentration.

study of music is so absorbing that we soon
to look for opportunities for practice. The possi-

mleaming, each day, more and more of this wonmeans of expression, stimulates the desire for
study. But study, and practice, in order that
results may be had, must be of the right kind.
, that it is not how much, but rather how you
that counts.

PHYSICAL CONDITION
Keep in mind what has been said in these lessons about
an easy, relaxed condition of the body.

Piano technic does not come from forcing or pushing,
but responds readily to gentleness and coaxing. The
playing apparatus must gradually be trained to respond
to the demands made upon it.

!TY
should be a regular time for practice.

not leave your music study to chance, but set aside

DEFINITE PLAN

· period, or definite periods, daily, for your

Have a definite plan in mind of what is to be done.

Your music lessons include several things-Exercises,
Studies, Pieces and Theory work. Furthermore, some
subjects must be briefly reviewed, while new ones must
be worked out in detail. Every part of a lesson must be
given its share of study and practice. This variety in the
preparation of each music lesson makes the study of
music most enjoyable.

you begin your practice, free your mind from
Do not allow inter-

mbjects, and keep it free.

You can
0

EAR TRAINING
Melodic Dictlllion

Rhythmic Patterns for Scale-Playing

The following directions are for the teacher, and the work is to be con.ducted at the weekly lesson period.
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

I

RHYTHMIC PATTERNS FOR ScALE~PLAYING

Play (or tap) each of the following rhythms, in the same way as before, and have the pupil play the scaleci
one octave, on the pattern of each rhythm, once upwards and once downwards.

4

4

J. ii J- ~~ I J- ii ii J·

~ .DJ [J'J

4

1J - J.

MELODIC DICTATION

In using the Folk-Song below, first play the entire melody for the pupil. He should then be able to give
measure signature, and some pupils may be able to name the key, as well. If he cannot do this, give him this·
tion. Then play the melody again, one section at a.time, beginning, first at (a), then at (b), etc., allowing him
write each one as played.
Follow the same plan in using the folk-songs and melodies found in succeeding Lessons.
Mention that the melody in this Lesson consists entirely of tones of the tonic chord.
Polly's Bonnet (F1·eneh Folk
(a)

(b

(c

(d

SHERWOOD Musrc ScHOOL CouRsEs-PIANO
GRADE PREPARATORY B

'Iest on Lesson 31
FORM AND ANALYSIS
I. In what form is the "Old English Melody," !Uustration 1 of this Lesson?

.... Ans. One-part primary form.
2. How many keys are to be found in this piece?
.... Ans. One only.

J. With which chord does each phrase end?
.... Ans. 'The tonic chord.

4. What does Part I state in two-part primary form?
.... Ans. 'The principal musical thought.

5. Jn what key must Part II close?
... Ans. In the ~ey of the tonic.

6. What is the general character of Part II?
... Ans. It resembles Part I.

7. Jn what form is the Sicilian Mariner's Hymn (!Uustration 2) written?
... Ans. 'Two-part primary form.

8. What keys are to be found in this example?
... Ans. 'The ~eys of F and C.

9. In what key does Part I end?
... Ans. In the ~ey of C.

10. Give three ways by which variety in two-part form may be obtained .
... Ans. I. Either part, or both parts, may be repeated.
2. An Introduction or a Coda may be added.
:l. Extensions and expansions may be brought about, without deviation from the general two-part plan.

Draw the proper signature and

ti. Write the natural, harmonic and melodic forms of the scale of F minor.

indicate the half steps by short curved lines.
('This question giue.i: further practice in

tt

~ub1cc1

taught m a p!'evlOU$ Lesso11.)

... Ans.
Harmonic
g

ii

"

I

11~ ~'

E

v

•

I

II

j

T31·ll

&l~:lodic (ascending)

~b-

"

1!9

I

Melodic (descending)

e

'!'.:"

e

Cop,riaht J929 by A. J. lU'-wtLUN. lmptri<ll <111d fnwn.uion<il Co1>1fight Smmd
Allri£11t•••&<.,,.d,fo.o!l,ou»1rle>,incll'<lit1Sllierigh1ofm1rulatlon
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TestonUs!Oll

TECHNIC
12. Write a chromatic scale beginning on the keynote of the key of C , one octave, up and down Mark
fingering for both hands as given in this Lesson.
10 ____ Am.

~ £%."'1-

T3!-12.

R.H.

'11

L.H.

r '3 r

~

t

,. ~~: ~- ;, I
A

I 3 , ~

,,

,_...

;-

•

e

I -

- -

-~ .'. 2.:;,\,i,"
,:J

I

3 I

A

,_

!aJ nJI
-

13. Give the four suggestions for practice offered in this Lesson.
12 ____ Ans.

1. Have a regular time for practice.
2. Keep the mind free from other subjects.
3. Keep an easy, relaxed condition of the body.
4. Have a definite plan in mind of what is to be done.

EAR TRAINING
14. Rhythmic patterns for scale-playing.

15. Melodic Dictation.
100 - - - -

Total,
Pupil's Name ___ ___ -- - -- _- --- - - -- _---- ---- - - ___ -- - - ---- ____ _ -- - - - Pupil's Address_ _____ _____ ------- - -- - ------ - ---- -- ---------- - ---Pupil's Class Np . __________ ____ _
T eadier's Name________________________________ __________ __ ______ _
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LESSON 32

GENERAL THEORY ' HARMONY ' EAR TRAINING
GENERAL THEORY

Ornamentation
('Thi$ subject is resumed In Lmon 44.)

The word Ornament is the general term for all extra
introduced into a composition to embellish it.

They

commonly called Grace-Notes, and are printed in
1ized type. We call them "extra notes" because
measures in which they occur are complete, as to
value, without them.

In the music of the early composers, small notes, or
ps of notes, placed before certain principal notes, are
tly found.

As the piano was not invented until about 1710, the
written for the predecessors of the piano, the
"chord and clavichord (see Lesson 67, HISTORY),
necessarily adapted to the tone of these instruments.
· g to their mechanism, it was cliflicult to give variety
the music by playing louder or softer; hence ornanotes were added to furnish the desired variety

A few cJ the simpler ornaments are introduced in this
Lesson.

THE APPOGGIATURA
The Appoggiatura is a grace-note interposed to delay a

note of a melody. It is usually written in the form of a
small quarter, eighth, or sixteenth note. The melody
note preceded by a grace·note is referred to as the
Principal Note.
There were formerly two forms of the appoggiatura,
the long and the short; but the term is now generally
applied to the former only, the short appoggiatura being
called the acciaccatura.
TIME

The piano is capable of such a variety of tone, that
y of the ornaments formerly used to give variety to

music have been discarded; indeed, but few, comtively speaking, remain. Those found in use today
the Appoggiatura (ap-pod-jia·to&ra) single and
le; the Acciaccatura (at•chak-a-to6-ra); the Turn; the
iill; the Mordent, plain and inverted, single and double;
the Arpeggio (ar-ped·jio).

v ALUE OP THE APPOGGIATURA

When the time of the principal note may be divided
into halves, the appoggiatura receives half the timevalue of the principal note. When the principal note is
dotted, the appoggiatura receives two-thirds of the
time•value of the principal note, and the principal note
one third. If the principal note is tied to another shorter
·note, the appoggiatura receives the whole time•value of
the principal note.

Illustration 1 (a) and (b) shows two examples of the
appoggiatura, and the manner in which they are per•
formed.

term may also cover a progression of men
notes as at (c).
Illustration 2
The Double Appoggiatura and Slide

lllustration 1

f

Written
Played

~i

Phyed

4fi F I

Played

¥w@I aJ 11!1 I

(a)

llIOZART: Sonata, A Minor

F 0 F [j I Jj.J J

Jt FU£tFf4il¥
'1 if{nJ; ~ ·uJa
(bj

Written

Written

The Appoggiatura

(a)

(b)

rl

(c)

j

I m rl

THE ACCIACCATURA
(Si101"t Appoggiatura)

HUMMEL: Pialno School

The Acciaccatura is a small note with a sttob
its stem and hook. It has the shortest possible ·

Pianists often prefer to strike it with the · ·
and then release it instantly. (See Jllustratioo3.)

11

4*-4?8 il[BB

THE DOUBLE APPOGGIATURA AND SLIDE

Illustration 3

The Double Appoggiatura consists of two short grace.

notes preceding a note. They have no definite duration,
but are played rapidly, or more deliberately, according
to the tempo and character of the music. Examples are
shown in Illustration 2 (a) and (b). When in direct line,
melodically, they are also called a Slide, as at (b), which

The Acdaccatura

Written
Played

4t(

+@

1 'J. JI

F 1101

GJ\{otation
(Thii .subject ii continued {Tom Lesson 23)

THE DOUBLE DOT
Double Dots phced after notes or rests add to their time·values three•quarters of the time-values of the
rests, the second dot adding half as much as the first dot.
DOUBLE DOTTED NOTES

equals a Whole, Half and Quarter Note

A Double Dotted Whole Note
A Double Dotted Half Note

j ..

equals a Half, Quarter and Eighth Note

J.__.~

A Double Dotted Quarter Note

J••

equals a Quarter, Eighth and Sixteenth Note

J.__J\

A Double Dotted Eighth Note

Jl ..

equals an Eighth, Sixteenth and Thirty-Second Note

~)

DoTTED RllsTS

ADouble Dotted Whole Rest

equals a Whole, Half and Quarter Rest

ADouble Dotted Half Rest

.-. ••

equals a Half, Quarter and Eighth Rest

...._

ADouble Dotted Quarter Rest

I··

equals a Quarter, Eighth and Sixteenth Rest

I

ADouble Dotted Eighth Rest

'! "

equals an Eighth, Sixteenth and Thirty·Second Rest

'!

Illustration 4 shows the double-dotted notes and rests in music notation on the staff.
Illustration4

Double Dotted Notes and Rests

Equivalent Time Values of Above

HARMONY
lntenals
('Thi.1 .subject is continued from Lesson 29, a.nd i.s resumed in Lesson 34.)

Y OF KINDS OF INTERVALS
loo have seen that intervals are given general names
, Thirds, Fifths, etc.), according to the number
ale degrees which they include; also that they are
specific names (Major Second, Minor Third,
· · ed Fifth, Perfect Fourth, Augmented Sixth,
according to the exact number of half steps which
include.
irt<rvals may be grouped as consonant or dissonant,
tmn consonant implying that the interval, when
produces a feeling of rest and completeness;
the term dissonant implying a feeling of unrest
incompleteness.
CF.S AND DISSONANCES

perfect intervals, and major and minor thirds and
an: called Consonances.

The perfect prime, perfect fourth, perfect fifth and
perfect octave are called Perfect Consonances.
The major and minor thirds, and the major and minor
sixths are called Imperfect Consonances.
Seconds (or ninths) and sevenths, and all augmented
and diminished intervals, are called Dissonances.
Illustration 4 on page 4 shows clearly these various
classes of Intervals.
MELODIC INTERVAL5 AND HARMONIC INTERVALS

Melodic intervals are formed by tones that progress in
succession, one after the other, as at (a) .
Harmonic intervals are formed by tones that are
bmed or sounded together as at (b) below.

~ (a)

(b)

J FJ J J J II ~

com~

l i ; J;

Illustration-4

Intervals Classified

DISSONANCES

CONSONANCES

Perfect

Perfect
Perfect
Perfect
Perfect

Imperfa:t

Prime
Fourth
Fifth
Octave

Major Third
Minor Third
Major Sixth
Minor Sixth

Major Ninth
Minor Ninth
All Augmented and
Diminished Intervals

Major Second
Major Seventh
Minor Second
Minor Seventh

EAR TRAINING
TTansposing a MinOT Melody

Melodic Dictation

(Thil work is to be done at home, and the teacher will ,iive short tests upon it at the lesson period.)

TRANSPOSING A MINOR MELODY
Study the following melody carefully. The first four measures constitute a phrase founded upon the natural
minor scale. In the 6th measure a chromatic tone, Cl!, is introduced; and in the 7th measure there is a G#, which
the seventh, or leading-tone, in the harmonic form of the A minor scale.
Play the melody several times, then try to play the same melody, beginning on D (a fifth lower) insteadofooA.

J.

.>

PERGOLESI:

@tjBrrrritnr 1rrt

E~

!fia

~ c--.. -::::::::---...

f~r 1 g 1rrrr 1rprrErnrn:rinwi1 t1
J

rit. e tUm pp

MELODIC DICTATION
According to the instructions of Lesson 31, EAR TRAINING, first play the complete Folk Song below, then plar
section by section, allowing the pupil time to write each section as played. Point out to the pupil that this
like that in Lesson 31, EAR TRAINING, consists entirely of tones of the tonic chord.

The Postman (Folk-SoicJ
(b)

(d)

(c)

IJ J J 1J
(f)

FIJJJ

r r Ir r
1J r r r r
1

glJJJIJti

J

(h)

(g)

1

1

J

rlJJJIJt
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Test on Lesson 32
GENERAL THEORY
I. What does the word, Ornament, mean in music?

.... Ans. It is the general term for all extra notes introduced into a composition to embellish it.

2. What are such extra notes commonly called?
.... Ans. Grace-notes.
3. What is the Appoggiatura?
.... Ans. A grace-note interposed to delay a note of a melody.

4. What is the principal note?
.... Ans. 'The melody note preceded by a grace-note.

5. What is the time-value of the appoggiatura
(a) when the principal note may be divided into
halves?
(b) when the principal note is dotted?

Ans. 'The appoggiatura receives half the timevalue of the principal note.

(c) when the principal note is tied to another
shorter note?

Ans. 'The appoggiatura receives the whole timevalue of the principal note.

Ans. 'The appoggiatura receives two-thirds of the
time-value of the principal note.

6. Of what does the Double Appoggiatura consist?
.•.. Ans. Of two short grace-notes preceding a note.

7. What is the Acciaccatura?
____ Ans. A small note with a

stro~e

through its stem and

hoo~.

8. What time-value has the acciaccatura?
____ Ans. 'The shortest possible time-value.

9. Are grace-notes, whether appoggiaturas or acciaccaturas, played on the beat, or before the beat?
____ Ans. Usually on the beat.

10. Name the following ornaments and show, after each, hciw it is to be played.
____ Ans.
2 10
Ta -

&iJ

Played

J

C\p~o1~ i G.fcn· 'I

I 41

J

®)
114 ~ I ~
a. \6.

1

...h 1 'I

11. How much time-value is added to notes or rests when double dots are placed after them?
··-- Ans. 'Three-quarters of the time-value of the note or rest, the second dot adding half as much as the first dot.

Stt•Rwooo Music ScttooL CouRsES- PrANO

'Test on Lesson ll

GENERAL THEORY- Continued
12. Write the characters necessary to show, without dots, the equivalent time·values of the following:
IO

____

Ans.

HARMONY

4 _ __ _

13. What does the term, Consonant, mean when applied to an interval?
Ans. 'That the interval produces a feeling of rest and completeness.
14. What does the term, Dissonant, imply?

4 _ _·: _ Ans.

A feeling of unrest and incompleteness.

15. What intervals are called Consonances?
4 ____ Ans.

All perfect intervals, and major and minor thirds and sixths.

16. Name the four Perfect consonances.
4 _, _ _ Ans.

Perfect prime, perfect fourth, perfect fifth, perfect octave.

17. Name the four Imperfect consonances.
4 ____ Ans.

Ma}or third, minor third, major sixth, minor sixth.

18. Which intervals are called Dissonances?
4 ____

Ans. Seconds (or ninths) and sevenths, and all augmented and diminished intervals.
19. How are melodic intervals formed?

J ____ Ans.

3

____

By tones that progTess in succession, one after the other.

20. How are harmonic intervals formed?
Ans. By tones that are combined, or sounded together.
EAR TRAINING

5 _ _ _ _ 21.

Transposing a minor melody.

2 _ _ __ 22. Melodic Dictation.
100 ____

Total.
Pupil's ]'{a1ne ___ _----- __________________ ---- ______ ---------------Pupil's Address_ ________ ___________ __ ___ ____ ---- ____ ---------Pupil's Class

No. ________ ______ _

Teacher's .Name _______ ---- _________________________ ----- ________ __
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L moN 33

EAR

TRArNING

A NA LYS I S

'Three-Part 'Primary "form
In many examples of the two-part form, the second
of Part II resembles the first phrase of Part I, that
the opening phrase of the piece. We are thus led,
lly, to three-part form, which embodies the prin·
k of recurrence. (See Illustration 9 of Lesson 29,
AND ANALYSIS.)

The Three-Part Primary Form is a further develop•
t of this tendency to restatement, and has three disdivisions, of which the third is practically a repe•

titian of the first, in the original key. The second division
is a digression, but in a closely related key.

ANALYSIS
A simple example is given in the following Sarabande
(see Lesson 58, FoRM AND ANALYSIS) from Handel's
first German opera Almira, which was afterward changed
by Handel himself into a song. The song bears the title
Lascia ch'io pianga, ("Leave me to languish") and is a
favorite with concert singers. (See Illustration 1.)

IDusttation 1

A Composition in Three-Part Primary Form

Fine

PART TI

D.C.

The three parts are here very evenly balanced, each
one being eight measures in length. The first and third
are identical, Part III being, in fact, played from the
same notes as Part I, as indicated by the repeat sign.
This is not usually done. Part III is generally printed
again, and frequently has some slight differences from
Part I. Part II, in this piece, is in the same style and
rhythm as Part I, the main difference being its tonality,
which is principally that of the dominant, C.

Ar_i.other example of three-part primary form ia
"Song Without Words" by Gurlitt, Op. 101, No.
(See Illustration 2.)

In this piece, sixteen-measure periods are wed,
measures being short, as in Illustration 9 of !.esS<ll
FoRM AND ANALYSIS. The three periods which fOOll
piece are each subdivided into eight-measure phrases
four,measure sections.

IDustration 2
A Composition in Three-Part Primary Form

Andantz"no

l !'. ::~SJ ;j Ifr

3r:If![:·"i~~!i!~

!!'.

~~~·r~ 1~:1;r: l;rr;[;r~

i!;Zf [fil tfrU;r: I! 1: i:St

Pm I is in the key of G. Its second four-measure
rrtion, as you will notice on playing it, is a varied repe:tion of the first; that is, measures 10, 13 and 14 have
le same melody notes on their first beats as measures
15 and 6, but other notes are added for variety,

Pm JI is in the key of the dominant, as was the case
rith Illustration 1. We find here, however, the rather
nusual occurrence of Part II having exactly the same
aterial as Parts I and Ill, merely transposed to the

'.I

dominant. That a change of tonality is even of greater
importance than variety of material is thus well exemplified, for this little "Song Without Words" makes a
very satisfactory effect as a three-part form, with no
other change for the middle part than a change of key
for the same period,
Part Ill is a repetition of Part I, with the melody ending on the tonic, instead of on the third. Part II also had
this ending, the last note being the tonic in D.

·TECHNIC

Octave Playing
(This 8l1bjcct i& rtsumd

in Lc550Tl

113.)

is advisable to.vary the position, playing sometimeswil
a low wrist, and then again with the wrist in a bigb!I

The simplest and most elementary way of playing
an octave or successive octaves, is by raising and dropping

position.

the hand from the wrist joint, with the fifth finger and
thumb set at the right distance apart for the octave
interval. This is the Hand Action described and illustrated in Lesson 14, TECHNIC. Octaves may also be
played by using the arm from the shoulder or from the
elbow, thus employing Arm Action or Forearm Action.
(See Lesson 22, TECHNIC.)

One of the important details in octave playing is to•
that the two tones are equalized in power. The 1111
played with the thumb will probably be louder unlel
an effort is made to emphasize the tone played with tis
fifth finger, While the thumb must, of course, be
for one key of the octave, the finger playing the odlr
key need not always be the fifth. The fourth, andevm
the third, may be used; in fact the fourth is very ft&
quently employed on black keys, and sometimes on whili
keys when legato is desired. But, for the elementary
practice of octave playing at present being considmd,
the student is advised to use the first and fifth fingm
exclusively,

Since, in all playing of octaves, the thumb and fifth
finger must be in a fixed position, there may be a tendency
to stiffen the wrist or arm. This must be avoided. The
arm and all its joints must be loose. If, while playing,
any sense of fatigue is felt, it indicates tension; and
practice should be stopped until the muscles are relaxed
and rested, As an aid in avoiding stiffness of the wrist it

EAR TRAINING
Melodic Dictation

First, play the complete melody below, according to previous instructions; then play it section by section, allOIV'
ing the pupil time to write each section as played.
33·E.T.
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Test on Lesson 33
HARMONY
1. Write major.seconds, perfect fourths, minor thirds, diminished fifths and diminished t hirds from each

of the four tones, G, Ei>, F# and D, as indicated below:
('Thi1 question givu furthtT l:"llCtiu in mbject5 taught 111 j>Tevious l..mon5 .)

fl Maj. 2

Perf. 4

Min. 3

Dim. 5

Dim. 3

'"' ..
ll

FORM AND ANALYSIS
2. What principle, in Musical Form, is embodied in three-part primary form?
; ·- -- Ans. 'The principle of recurrence.

3. What constitutes, generally, the third division?
1 ____ Ans.

It is practically a repetition of the first, in the original ~ey.

4. What is the second division?
1 ____ Ans.

A digression, but in a closely related

~ey.

5. How is the third division indicated in Illustration 1 of this Lesson?
I ___ _ Ans.

By a r•peat sign.

6. What is said of Part II, in this piece?
1 ·--- Ans.

It is in the same style and rhythm as Part I, the main difference being the tona lity.

7. What is the length of the periods in Illustration 1?
; ____ Ans. Eight measures.

Stt•Rwooo Music ScttooL CouRs!!S-PIANO

'fest on LessOTI JJ

FORM AND ANALYSIS-Continued
8.

W~at

3 ____ Ans.

is the length of the periods in Illustration 2?

Sixteen measures.

9. What unusual occurrence is found in Part II, Illustration 2?
5 __ __ Ans.

It has the same mat<Tial as Parts I and III, m<Tely transposed to the dominant.

10. What is the only difference between Part III and Part I in Illustration 2?
5 ____ Ans.

In Part III the melody ends on the tonic instead of on the third.

TECHNIC
11. What is the simplest way of playing octaves?
5 ____ Ans.

By raising and dropping the hand from the wrist joint, with the fifth finger and thumb set at the right
distance apart for the octave int<Tval.

12. What practice helps to avoid stiffness of the wrist?
5 _ _ _ _ Ans.

Playing sometimes with a low wrist and then again with the wrist in a high<T position.

13. What is one of the important details in octave playing?
5 ____ Ans. To see that the two tones are equalized in power.

14. What other fingers may be used in place of the fifth finger in octave playing?
____ Ans. The fourth m1d sometimes the third fing<T.

EAR TRAINING
2 _ _ _ _ 15. Melodic Dictation.

100 ____ Total.
Pupil's Name: _____________________ _____ ----- _________ ____ ___ ___ __ _
Pupil's Address_ ___________ ----- ---------------- - -- - -- - ------ - -Pupil's Class N,o,______________ _

Teacher's Name __ ________________ __________ __---- - -- _____________ _

Test on Lesson JJ-Page 2
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PREPARATORY B

' INTERPRETATION '

EAR

T RAINING

HARMONY
lnter'l'als
(This subject is continl.l(d from Lesson 32.)

The term, inversion, means literally a turning upside
n. 'An interual is inverted when either its lower tone
laced an octave higher, or its higher tone is placed an
ve lower, than the original position.
e numeral designating the original interval, added
that of its inversion, will always make 9, although the
together form only an octave. This is because the
tionary tone is counted twice. (See Illustration 1.)
Illustration 1

interval, however, does not change its quality when inverted, but remains perfect.
If we take the intervals as found in the scale of C
major and invert them, using the tonic, C, as the lower
tone, we obtain the results shown in Illustration 2.
Dlustration 2
Intervals of the Major Scale and Their Inversions

, '

·

Inversion of Intervals

\ A Perfect Fifth

~

r

::

0

r

Maj~ Third

r-

I

II
II

A Minor Sixth

'

A Major Second

becomes

becomes

:

'

~ B;J

'

Perfect 5

II

&

Minor 7.

Perfect 4

r-a±J

Major 6

Minor 3

~@~r~----~
I ~i~II ~ r- I ~
II

~

M;±:i6

II
Perfect 4 Perfect 5

It will be seen that by inversion, a major interval bes minor, and a minor becomes ma}or.

J

re-___.,Major 2

11 becomes

~ A Minor Seventh

&a

Perfect Prime-Perfect Octave

A perfect

Perfect Octave Perfect PrirJle

' '
-r~

II

~

r-

I~

therefore, were not described in the earlier l.e88llll
intervals. They are marked with an asterisk, er
The kinds of intervals are indicated by letters,
P (Perfect), A (Augmented), D (Diminished), M
m (minor).

Illustration 3 shows, similarly, the inversion of every
interval constructed on C, including the diminished and
augmented intervals. For completeness, several augmented and diminished intervals are given, which have
no practical use in the study of harmony, and which,

Illustration 3

The Intervals and Their Inveniom

ll.H

1J

Primes

~#~.&

A.Prime

::f
IEO ~: I
l,\o

Seconds
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M.6

Thirds
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d litJjd

D.5

A.5

Fourths

l15l lu
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23
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ni

At

Fifths

•@

D.3

~-5

D.4

Sixths

~

P. Prime

A.Prtme

not inverted

1
1
p
: 1~·~
. 1.1~·~tl: ~ug·~~
!! c
I!
" I
;~~~~J~il~
~~~
g1~·~·
fe:s
~.8
A°'.s

Octaves .

We have already seen that, by inversion, major intervals become minor, and minor become major, and that
perfect intervals remain perfect. From Illustration 3, we
observe further, that diminished intervals become aug-

mented and augmented intervals become diminishid.
As a perfect consonance becomes either augmmtld
diminished by chromatic change of either of its

iee that a

perfect interval cannot have any change and
· a perfect interval.

CoNSONANCES

p.,.fect

With an imperfect consonance this is not the case, for
· r may be changed to major, or major to minor,
both are imperfect consonances.

Perfect Primes invert into Perfect Octaves.

Perfect Fourths invert into Perfect Fifths.
Perfect Fifths invert into Perfect Fourths.
Perfect Octaves invert into Perfect Primes.

The process described for inversion evidently will
invert a ninth, because, if the lower tone is raised
octave, it is still below the upper tone, and, therefore,
interval is not Hinverted. ,, The interval of inversion,
'ch we have given as an octave, must always exceed
at least equal the interval to be inverted.

Imperfect
Major Thirds invert into Minor Sixths.
Major Sixths invert into Minor Thirds.
Minor Thirds invert into Major Sixths.
Minor Sixths invert into Major Thirds.
DISSONANCES

Seconds invert into Sevenths.
Sevenths invert into Seconds.

illustration 3 includes examples of all the consonances
dissonances in our musical system. We will repeat
classification, showing the effect of inversion:

Diminished intervals invert into Augmented intervals.

Augmented intervals invert into Diminished intervals.

INTERPRETATION

f:IJasic clements
('This subject U continmd from Lesson 15)

YNAMICS

Illustration 4

(Continued from Lesson 15)

In Lesson 15,

you were given in..
tion for producing several degrees of loudness and
ess of tones, and in using judgment to distinguish
een p, mf, f, etc.
INTERPRETATION,

UAL INCREASE AND DECREASE OP TONE

The directions printed in the music for gradual change
tone volume (see Lesson 14, GENERAL THEORY) require
careful interpretation. For instance there may be
tendency to play loudly immediately when the word
ndo is seen, but this must be avoided. Frequently
· loud point is not reached for many measures. (See
tration4.)

In the same way, the word diminuendo does not mean
that we should play softly immediately. Just as crescendo
means that the volume is to be increased little by little,
so diminuendo means that it is to be decreased little by
little. Illustration 5 shows a crescendo and diminuendo
in a passage of eight measures.

Illustration S

JJJ1JJJJ1JJJJjJJJJ1JJJJ1JJJJ1JJJJ1JJJJ1
J
_
_ f dim. pp

4
4 pp cresa.
pp

p

mp

mf

f

mf

mp

p

pp
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TEMPO CHANGES

accelerando will neither disturb the rhythm, nor
the sense of proportion and unity.

What has been said about dynamic marks applies
equally to ritardando and accelerando; that is, the
change is nearly always to be gradual, and very seldom
abrupt.

It is important to keep in mind that the symbol
marks of expression are merely suggestive of the
tional and intellectual feeling which the music
You must learn to feel, in the music itself, the
which call for the variety of expression indicatld by
symbols. In other words, you must translate
into musical thought, in order to express musical ·

Neither should these changes be exaggerated. The
tempo of the composition must be kept in mind. In a
fast piece, the ritardando would seldom reach a really
slow tempo; while in a slow composition it would become very decidedly slow. With due regard to the
general tempo of the composition, the ritardando and

A merely mechanical attention to the symbcla
make more or less lifeless playing, in spite of the
effort.

EAR TRAINING
Analyzing Inten·als and Their ln'Yersiom

Transposing a Minor Chromatic Melody

(Thi11 work is to he done at home, and the teacher will give short tests upon it at the lesson period.)

TRANSPOSING A MINOR CHROMATIC MELODY

Play several times the first two measures of the following melody; then similarly the third measure; and then
last two measures. Next, play the entire melody several times. After working with it thus in the original key, E
transpose it to the key of F# minor. The object of the preliminary playing in sections is to give the ear
to grasp firmly the outline of the melody, so that it may serve as an accurate guide in making the transpoaitim.

p
ANALYZING

mf

1.

Name the following in.tervals.

2.

Play the following intervals on D.

Then play and name the inversions of each:

Follow each with its inversion, naming it.

(a) Augmented Fourth
(b) Major Third
3.

p

INTERVALS AND THEIR INVERSIONS

Repeat the same Exercise on Bi>, and on Flf.

(c) Minor Sixth
(d) Diminished Seventh

SHERWOOD Music ScH001 CouRsBs-PrANO
GRADE PREPARATORY B

'Iest on Lesson 34
HARMONY
1. What is the literal meaning of the term, inversion?

.. Ans. A turning upside doum.

2. When is an interval said to be inverted?
Ans. When either its lower tone is placed an octave higher, or its higher tone is placed an octave lower, than the
original position.
J. Why does the numeral designating the original interval, added to that of its inversion, always make 9,
instead of 8?
.... Ans.

Because the stationary tone is counted twice.

4. What kind of interval results when we invert
(a) a major interval?

Ans. A minor interual.

(b) a minor interval?

Ans. A major interval.

(c) a perfect interval?

Ans. It remains perfect.

(d) an augmented interval?

Ans. A diminished interval.

(e) a diminished interval?

Ans. An augmented interval.

5. Write and give the names of all the intervals and their inversions from the keynote of the F major scale .
.... Ans.

6. Why does not the process for inversion described in this Lesson apply to the interval of a ninth?
.... Ans. Because if the lower tone is raised an octave, it is still below the upper tone, and the interval is not invated.

7. Name the perfect consonances and their inversions .

.... Ans. Perfect Primes invert into Perfect Octaves.

Perfect Fourths invert into Perfect Fifths.
Perfect Fifths invert into Perfect Fourths.

Perfect Octaves invert into Perfect Primes.
8. Name the imperfect consonances and their inversions .
... Ans. Major
Major
Minor
Minor

Thirds invert into Minor Sixths.
Sixths invert into Minor Thirds.
Thirds invert into Major Sixths.
Sixths invert into Major Thirds.
Coppi,;litJ929b,A.J.LuWl!LLTS. lmP<>"idlA!ldJnur.... 1iotl4ICopyria}11&ct1••d
All ritlliu ><IOW<i, f<7t di '°"nl•iu, indudine clie •Wit of f1'An1lo1ion

Music
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HARMONY-Continued

9. Name the dissonances and their inversions.
8 __ __ Ans.

Seconds invert into Sevenths.
Sevenths invert into Seconds.
Diminished intervals invert into Augmented intervals.
Augmented intervals invert into Diminished intervals.

INTERPRETATION

IO. What must be avoided when crescendo or diminuendo is indicated?
J

____

Ans. M ai{ing the change to loud or soft immediately.

Indicate, by use of dynamic marks, below the notes, the degrees of loudness and softness of 1111!1
necessary to play the following eight measures with a crescendo and a diminuendo, beginning ml
ending the passage pp.
8 --- - Ans.
pp
ere•
oett
do
f
d i m · i 1 t . - v - e 1 ' · . do
pp
11 .

T3Hl

JJJ1)JJJ1JJJJ1JJJJ1JJJJ1JJJJ1JJJJ1JJJJ1J

··,·· ...........k.................rr..............i:n. ·-·-···..f·······-·····---J:n.!:............. < ··· ·····-·······-··----············
12. What two tempo marks also call for a gradual change?
•••• Ans. Ritardando and accelerando.
13. What is the chief object of symbols, or marks of expression?
4 ____

Ans .• To suggest the emotional and intellectual feeling which the music contains.
14. What is the effect of a merely mechanical attention to these symbols?

J ____ Ans.

More or less lifeless playing.
EAR TRAINING

15. Transposing a minor chromatic melody.

16. Analyzing intervals and their inversion s.
100 ____ Total.

Pupil's Natne __ _________ ___ ___ - - ------------ - - - ---------------- __ _
Pupil's Address . __ ___ _______ - - -- - - ___ __ _--- - -- --- - - -- -- --- - _____ _

Pupil's Cla.u No·- -- -- -- - - ~-- - - Teacher's Nam e __ ----------- ____ - - ___ __-- -- ------ - --- - -- _________ _
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LESSON

35

HARMONY ' TECHNIC ' EAR TRAINING

HARMONY
'Triads
('Thil uabjea ii nsumed in l.mon 36.)

in Lesson 2, GENERAL THEORY, you learned something
t chords, and that a chord is a combination of tones
ruig a definite relation to each other.
In the EAR TRAINING section of the same Lesson you
ed the chords of C (CE-G), of F (F-A-C), of G
D), of Fii (F#-AJl-C#), etc.
Now that you are studying Harmony, it is time to

other names for these chords, and to analyze their
octure (the way in which they are built).
The simplest complete chord is the Triad, a chord of
tones. (The word, chord, is sometimes applied to
binations of only two different tones. These are
plete chords.) The three tones which form a
are called the fundamental (or root), third and fifth.
The Fundamental is the lowest tone when the chord
arranged entirely in thirds, and consequently that
gement is said to be the Root Position of the chord,
the Fundamental Position of the chord. The fundatalis the tone upon which the triad is built and which
the triad, or chord, its name; as, for instance, the
chord is the chord which has C as its fundamental.
The next tone is a third above this fundamental, or
and is called the Third. The uppermost tone of a
d, as originally constructed and without duplication
'tones, is a fifth above the root; it is therefore called the

As we have different kinds of thirds (major or minor),
and fifths (perfect, augmented or diminished), above the
root, we can construct different kinds of triads~ the
same root. These triads are major, minor, sJiminished,
or augmented.
V

&'

THE MAJOR TRIAD
A Major Triad consists of a fundamental, a major third,

and a perfect fifth.

If we take C as the root, or fundamental, we find the
major third above that tone, which is E. We next find a
perfect fifth above C, which is G, and the three tones
form the complete major triad, as at (a), Illustration 1.
If we wish to construct a major triad on D, we find
the major third (F#), and the perfect fifth (A); and the
triad appears as at (b).
For a major triad on El>, we find the major third and
the perfect fifth above Ei>; and the triad appears as at (c).
Illustration 1

Major Triads on C, D and Eb

TECHNIC

Scale Playing
('Thi.i: subject U resumed in Ltucm 93.)

The fingering for the scales is only the first step in
scale playing. The next step is to practice the scales in
a way that will enable you to acquire ease and fluency as
well as speed.

In an early Lesson, the action of the hand in making
the crossing motion was explained in detail. (See Lesson
9, TECHNic.) You have been urged to see that strict
legato is maintained, especially between the last tone
played before the crossing, and the first one after the
crossing.
It is very important to guard against tension of the
hand and the playing finger at the time of making the
crossing motion. In order to facilitate a good legato at
the moment of crossing, the hand may turn a little out·
wards at the wrist, so that it will he in the best position
for the crossing of the thumb under the fingers, or of the
fingers over the thumb.
Any jerky movements at the moment of crossing are
to he avoided. The hand is to he in such a slightly
turned position that it is prepared for all the finger
movements necessary. Remember that, as each finger
plays, the entire hand moves slightly in the direction in
which it is progressing.
The fingers must not he too near the ends of the white
keys, and so unable to reach the black keys; neither should
they extend so far over the black keys that they would
have to he drawn back to play on the white keys. By
taking a position from which the black or white keys
can he reached equally well, there are no wasted movements.
The intelligent practice of scales is an invaluable aid

in acquiring ease, velocityandevennessoftoneinplayilf
A great deal of variety may be employed in this pl3Clilr,
so that there is no need for scale study to bealll
monotonous. For instance, you may vary the acmll,
the touch, the dynamics, or the rhythm. You may pi»
tice with two notes to a beat, three notes to a beat,
and four notes to a beat, and with various accents; bal
there should always he a return to practice witboutlIIJ
accents, in order to test the evenness of tone.
A scale well played might he compared to a strqm
well matched pearls. Any awkwardness of motioo, er
unevenness of tone quality, tends to spoil the charm ml
symmetry of the passage.

In Lessons 29, 30 and 31, EAR TRAINING, vuia
rhythmic combinations are suggested for use in
practice. For example, the first rhythmic pattern ii
Lesson 29 is

m

and the scale, played to this rhythm for one octave, wl
be thus (to give only one hand):

@t J

J

J J J IJ

r

f

Any of these one•octave rhythms may be used all'
tinuously by merely considering the last note as tbtint
one, and repeating the rhythmic pattern, thus (im
Illustration 2):

Illustration 2

Rhythmic Pattern Applied to Extended Scale Passage

Mrpeggio Playing
('This sub}ect is resumed in Lesson 94)

Generally speaking, arpeggios are passages in which
chord tones are played in succession. (See Lesson
GENERAL THEORY.) The chord may have three
, as a triad, or may be composed of four or more
. The problem of playing an extended arpeggio is
much the same whether it is made up of threeor four-toned chords. In either case, the student
practice to make the crossing motion as smoothly
easily as possible.
Here, as in the practice of scales, it is necessary to
the hand, particularly at the moment of crossing the
b under the fingers. Let us consider for a moment
arpeggio for the triad on C.
,----,
s

w

•
rr
1

II

It is necessary here to connect G and C, and the
cy will be for the student to use altogether too
tension of the hand and finger on G, in order to
this connection.
After striking G, the hand and finger must relax suf!i. tly to allow the wrist to lead in the direction of C,
enabling the thumb to move under the hand, withrestraint.
Just as in the practice of scales, the hand and arm
d be so poised that they may move freely in the
·on in which the student is playing.
Arpeggios, like scales, may be played with a variety
accents. It is not advisable, however, to play with
ts that will fall on the thumb. For instance,
·os with three tones (triads) should be played in
ps of four, rather than in groups of three. This will
the accent on different fingers.
·

FINGERING OF ARPEGGIOS
The extended arpeggio of a triad is played with the
first, second and third fingers, or with the first, second
and fourth fingers, according to the formation of the
triad.
There are several different arrangements of white and
black keys, constituting a triad. The thumb falls on a
white key, except in very rare cases. The second finger
takes the next key of the chord formation in playing
"outward" (up with the right hand and down with the
left hand). On the third note of the chord, the third
finger is used if the note is a fifth from the note the thumb
is playing, as at (a) in Illustration 3, and the fourth
finger is used if the next note is a sixth, as at (b). The
thumb then comes again, on the repetition of the note
it played before, an octave higher.
Dlustration 3

(b}

.;:. (a)

@J J ~ llJ ¥ ~ IJ J ~ II
t

2

t

t

8

For the "inward" fingering of an arpeggio (down with
the right hand and up with the left hand), the same keys
are taken by the same fingers as in the "outward"
playing of it. That is, after the thumb, comes either the
third or fourth finger, crossing over the thumb. If the
cross-over is only the interval of a third, use the fourth
finger; if a fourth, use the third finger.
This will bring the same fingers on the same keys in
descending as they played in ascending.
All the forms of triad arpeggios, with their fingerings,
are given in the Exercise division of this Course. A
few illustrative examples are given in Illustration 4.

Dlustration4

EAR TRAINING
Transposing Chord Progression and Finding Major Triads in Various Keys
Rhythmic Patterns for Scale-Playing
Melodic Dictation
TRANSPOSING CHORD PROGRESSION AND FINDING MAJOR TRIADS IN

v ARIOUS KEYS

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

L Play the following progressions in all major keys. Before beginning the transpositions, play the originalsevml
times, breaking the chords. By breaking them, the ear is enabled to obtain a clear impression of each, and can readily
distinguish any false tones in the transpositions.

2. Play the tonic, subdorninant and dominant in the key of G; and with each tone as a root, singthedegreesofa
major triad. Use the Tonic Sol-Fa syllables, thus: On the tonic, Doh Me Soh Me Doh; on the subdominant, Pa
Lah Doh Lah Fah; and on the dominant, Soh 'Te Ray 'Te Soh.
3.

Repeat this Exercise in the keys of D, A, F and Bi>-

period.]

The following directions are for the teacher, and the work is to be conducted at the weekly lesson
[ It may also be conducted at other times by any member of the family who has some knowledge of music.

RHYTHMIC PATTERNS FOR SCALE·PLAYING

Play (or tap) the following rhythms as before, and then have the pupil play, to each rhythm, the scalesofCmilllr
and G minor, one octave up, one octave down, strikiqg the keynote, in each case, on the first beat.

n

4
4

J. ii

4
4

J. ' J J J

~ J.

J I J. ii J II
I J J J II

3

4

n

n=J I J

n JI

J J

MELODIC DrcT AT ION

First, play the complete melody below, according to previous instructions; then play it section by section, alw
ing the pupil time to write each section as played.

The Holiday (Old Engl!sl)

~

~a

rrt1 cr1rr

(b)

(a)

J

1....
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J I JJ l
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(d)
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'Test on Lesson 35
HARMONY
1. What is a triad?
.... Ans. A chord of three tones.
2. What are the three tones which form a triad called?

.... Ans. Fundamental or root, third and fifth.

3. Give two definitions of the Fundamental.
.... Ans.

I.

2.

It is the lowest tone when the chord is arranged entirely in thirds.
It is the tone upon which the triad is built.

4. What is the position of the chord when the tones are arranged entirely in thirds?
.... Ans. Root or fundamental position.

5. Name the four kinds of triads that can be constructed with the different kinds of thirds and fifths .
.... Ans. Major, minor, diminished and augmented.

6. Of what does a major triad consist?
.... Ans. Of a fundamental, a major third, and a perfect fifth.

7. How do we construct a major triad on D?
.... Ans. 'Ta~e Das the fundamental and add the major third, F#, and the perfect fifth, A.

8. Write major triads on F, G, A, Bl>, E and Clf.
.... Ans.
T35·8

'

~

~

qs

II &t

d

II ' #~

TECHNIC

9. What is the first step in scale playing?
.... Ans. 'The fingering for the scales.

10. What is the next step?
.... Ans. Practice of the scales in a way that will give ease and fluency as well as speed.

11. What action of the hand facilitates a good legato at the moment of crossing?
.... Ans. 'Turning it outwards a little at the wrist.

12. What kind of movements at the moment of crossing are to be avoided?
.... Ans. Jerb movements.

II

Test on l.tuon l
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TECHNIC-Continued
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13. What must be the action of the hand as each finger plays?
Ans. It must move slightly in the direction in which it is progressing.
14. In playing the arpeggio, C, E, G, C , E, what must the hand and finger do, after striking G?
____ Ans. They must relax sufficiently to allow the wrist to lead in the direction of C , thus enabling the thumb ro
move under the hand, without restraint.

15. In playing arpeggios, which finger is used for the third note,
(a) when the third note is a fifth from the note the

Ans. The third finger .

thumb is playing?

6 -- - -

(b) when the third note is a sixth from the note
the thumb is playing?

Ans. The fourth finger.

EAR TRAINING

16. Transposing chord progression and finding major triads in various keys.
17. Rhythmic patterns for scale-playing.
2 _ ___

18. Melodic dictation.

100 ____ Total.

Pupil's .Name ______ ------ ________________________________________ _
Pupil's AddTess_ _______________________________ ------------ _____ _

Teacher's J\lame __ ______ ---- - -------- ------- ____________ ----- _____ _

Test on Lesson :)5- Page 2
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GENl!RAL THEORY ' HARMONY ' EAR TRAINING
GENERAL THEORY

&arks of expression
('This 1ubj«t is continued from Lmon 16, and U muiru:d in Lesson 63.)

AMIC MARKS (Continued fTrrm Lesson 14.)

or rinf. In Illustration 1, the use of sf and fz respectively,
is shown at (a) and (b).

You have become thoroughly acquainted with the
r measure accents of duple and triple measure, with

Illustration 1

· l accents indicated by the signs > and A ,

Ute of Sfor.anJo and Forsato

KULLAK

with accents naturally employed in playing phrases,
, or slurred notes.
There are several other means used to indicate that
are to be accented.
The principal words indicating accent are sfcrrzaro
· ·tsah·toe), sforzando (sfor·tsaru;·do) and rinforzando
or·tsahll·do).

The meanings of the first two are about the same, and
espond to the accent marks shown above. They
'cate that a sudden strong accent is to be given to a
or chord. Rinforzando indicates playing in which
the tones are somewhat accented, though it may also
ly accents on certain tones or chords.
Generally, the abbreviations only are used. The ab. tion for sforzato, or sforzando, is sf. or sfz.; for
'4to and forzando, fz ., and for rinforzando, rf., rfz.,

KULi.AK: Scherzo

THE HOLD
When a composer wishes a rest or tone to be prolonged
for the purpose of producing a certain effect, he indicates
this by the following sign, '7', which is called a Hold, or
fermata. (See Illustration 2.)

Dlustration 2

Use of the Hold

of the music. When this is the case, we have what
called first and second endings, marked thus:
~~

I

=II

I

After the repetition from the beginning, or frcm
last double bar with the dots on the right side
The hold may be placed over or under a note or rest.
The tones or rests affected by it are to be held beyond
their regular time·value. There is no definite rule as to
how long the tone or rest is to be continued. This is left
to the feeling and taste of the player, and will naturally
depend somewhat upon the character of the composition.

I=-the measure marked 1 is omitted, and we go m at 2.
(See Illustration 4.)

THE TENUTO
The term tenuto (tay•noo'toe) indicates that tones
are to be firmly held or sustained to their full value.
The tenuto is usually indicated by the abbreviation,
ten. In place of this, a sign is often used, a short, heavy
line over or under the note or chord, as in the last
measure of Illustration 3. This mark implies some addi·
tional accent, or weight, besides the tenuto.
Illustration 3

Use 0£ Tenuto Sign

DA CAPO
There are several other means of indicating that
passage is to be repeated. The words Da Capo I
kah·po) are used for this purpose. The term Da
means from the beginning. Thus, when the
Da Capo is placed at the end of a composition, it
that the player is to return to the beginning and
until he comes to the word Fine (fee-neh). This
meaning the end, is used to show just where the
sition ends. (See Illustration 5.) It is occasionally
placed by a fermata over a double bar, as in the
Dictation exercise in Lesson 38,

REPEAT MARKS
In Lesson 6, GENERAL THEORY, you learned that dots
placed before or after the double bar indicate that a
passage of music is to be repeated.
FIRST

AND SECOND ENDINGS

Towards the end of a repetition, the last measure or
two must often be different from what they were in the
original, in order to continue with the following section

EAR TRAINING.

Illustration S
Fine, Showing End of Piece

The term Da Capo is frequently abbreviated to D. C.
bnetimes it is written thus: D. C. al Fine. (See Illus•
ntion 6.)

This means from the sign to the sign; and in this case,
the sign ~ occurs twice. This indicates a repetition of
the music written between the two signs.
Dal Segno is frequently abbreviated to D. S. and
Dal Segno al Segno to D. S. al ~-

Illustration 6
Da Capo al Fine

THE SIGNS m. d., m. g.
The abbreviation m. d. stands for the French words
main droite, meaning right hand.

Illustrations 5 and 6 are from the same piece, and the
"1Iler is the ending after the D. C. of Illustration 6.
!£also Illustration 1 of Lesson 33, FORM AND ANALYSIS,
'1another example of the use of D. C. and Fine.
)ALSF.GJ;.O

The expression Dal Segno (dahl sayn•yo) is an Italian
meaning, from the sign. It is used in connection
oth a special sign, thus: ~- Therefore, when you see
le term Dal Segno, you immediately go back to the place
here the sign ~ occurred, and then play until you
och the sign for the end of the composition.

"l!1Il,

Sometimes the expression Dal Segno al Segno is used.

When placed over or under a note, group of notes, or
passage of music, it indicates that the right hand is to
be employed, even though the note or notes are written
on the bass staff, thus necessitating crossing the right
hand over or under the left hand in some cases.
The abbreviation m. g. stands for the expression
main gauche, which is French for left hand.
When placed over or under a note, group of notes or
passage of music, it indicates that the left hand is to be
used, even though the note or notes are written on the

treble staff. This may necessitate crossing the left hand
over the right hand.

In many editions, the publishers prefer to use the
English abbreviations, R. H. and L. H., respectively, to
indicate the use of the right and left hands.

HARMONY

'Triads
(This subJcct is continued from Lesson 35, and b resumed in Lesson :fl.)
Illustration 7

TiiE MINOR TRIAD
AMinor Triad consists of a fwidamental, a minor third,
md a perfect fifth.

By comparing the minor triad with the major triad,
.observe that the only difference is in the third, which,
.ihis case, is minor; the fifth remains the same.

This difference, however, produces a very decided
lange in the character of the triad, as you will discover
!you play, successively, on the piano, the two triads at
1) in Illustration 7.

Major and Minor Triads Compared

(a}

'Major

Minor

11 ~11

(b)

II y

II

Let us construct the minor triad on D as the funda•
mental; we find the minor third above D, which is F,
and the perfect fifth above D, which is A. The D minor
triad therefore reads as at (b) above.

In addition to having the same kind of fifths (perfect),
the major and minor triads have another quality in
common, for they are both concords.
A concord is a combination of tones which does not
demand another chord to follow it in order to give a feel-

ing of repose, but is satisfying in itself.

A composition may end with either a majoc ir a
minor triad, the final chord usually corresponding to die
key of the piece. A piece in minor sometimes ends oo a
major chord (see Lesson 104, HARMONY), but a piece ii
major always ends on a major chord.

EAR TRAINING
Transposing Passages Containing Chromatic Notes and Chords
(This work is to be done at home, and the teacher y,·ill give short

tests upon it at the lesson

period.)

The exercises below, in the key of C, are to be transposed to the keys of A, B, and EJ,, after first playinganil
studying each one as it is.
1.

2.

The following chord succession begins in the key of C.

Transpose it, beginning in the keys of BJ, aod D.

3.

The following chord succession begins in the key of G.

Transpose it, beginning in the keys of BJ, aod F.V.

SHERWOOD Music ScHOOL CouRsEs-PIANO
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Test on Lesson 36
GENERAL THEORY
1. What are the principal words indicating accent?

____ Ans. Sforzato, sforzando and rinforzando.

2. What do sforzato and sforzando indicate?
____ Ans. That a sudden strong accent is to be given to a tone, or chord.
3. What does rinforzando indicate?

___ _ Ans. Playing in which all the tones are somewhat accented.

4. Draw the sign which indicates that a rest or tone is to be prolonged, and give its name.
____ Ans. r.\ A hold, or fermata.
5. What does the term, tenuto, indicate?
____ Ans. That tones are to be held or sustained to their full value.

6. How is the tenuto usually indicated?
____ Ans. By the abbreviation, ten.

7. Indicate, on the staff below, the sign for first and second endings.
··--Ans.
T36-7

[1

Fllf
.

8. Give the meaning of the following terms:
(a) Da capo.
Ans. From the beginning.
(b) Fine.
Ans. The end.
(c) Dal segno.
Ans. From the sign.
9. What is the abbreviation for the French words meaning
(a) right hand?
(b) left hand?

Ans. m. d.
Ans. m. g.

HARMONY
10. Of what does a minor triad consist?
··-- Ans. A fundamental, a minor third and a perfect fifth.

11. Wherein lies the only difference between the minor triad and the major triad?
____ Ans. In the third.

SHERWOOD Musi c ScHOOL CouasES-

Tes t on Lesson 36

P 1ANO

HARMON Y--Contimud

10 ____

12. Rewrite each of the following major triads, changing it to a minor triad:
Ans.

13. Mark the major and minor triads below, using the letters, Mand m .
10 ____

T36- t3

Ans.

&•"

f

u u

u

°

1 11 16 1n 1
0 111 111 1 1 1 w
..M---····-··· ·····---~---·-----'~---·····-~---·-·············-··-~·-······:!~.......... .l':L.......1. 1•••••••••• - -·

14. What is the name applied to a combination of tones which does not demand another chord to follow
it in order to give a feeling of repose?
4 __ __

An.s. A concord.
15. Write the inversions to the following intervals, naming both the intervals and the inversions, by means
of the abbreviations, P.P., M . J, A.4, etc.
('Thi$

20 - - --

T 36- 15

An.s.
~

~uwn

g111c1 further pr«ti«

in

o mbJ«l ro11ght in o p!'~iow Ltuon.)

p~

~1'~=~~111~11§1~111~:~1~;~
1 ~3~1~:§11~.:~
1 ~II
.I',.Q_,____J'J'.........~..........~..k........M.~---····· .......... B.'f: ........P. ...?....... JL.....................
EAR T RAINING

5 _. _ 16.
100 ___ _

Transposing passages containing chromatic notes and chords.

T otal.
Pupil's Name __________ -------- __---- __ --------------- -- -- -------Pupil's AcUlTess _______________ -------------- - ------ --- ---- --- - ---
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Subjects of this Lessan:

I)

L m oN

37

H ARMONY • FoRM AND ANALYSIS , EAR T RAINING

HA RM ONY

'Triads
(Thu tubj«t U c.oniinut.d from Leuo11 36, and fl mumd in Luson 38.)

Illustration 1

In Lessons 35 and 36, HARMONY, you studied the
:mstruction of major and minor triads.

Diminished Triad.

In both major and minor triads, t he fifth is a perfect

lfth from the root.
11IE DIMINISHED T RIAD
A Diminished Triad consists of a fundamental or root,
third, and a diminished fifth.

1 minor

If we construct a diminished triad on C as the funda·
:.ental, we find the minor third, which is El>, and the
lminisbed fifth, which is Go, and the whole triad reads
" at (a) in Illustration 1. The diminished triad on D
rould read as at (b).
It will be seen that the diminished triad bas the same
!ind of third as the minor triad; that is, a minor third.

'The difference between the m inor and diminished triad
is in the fifth, which is diminished in the latter. 'The
diminished tTiad is a discord, or dissonant chDTd.
A discord is a combination of tones which demands
another chord to follow it in order to give a feeling of

repose. In later Lessons you will see just how this is
b rought about.
The word, discord, is very often used to describe a
combination of tones unpleasant to the ear; but tech·
nically, the term has not such a meaning.

FORM A N D AN A LY SIS

'Iernary ';form
(M inuet Form, or Song with 'Trio)

In Lesson 33, FoRM AND ANALYSIS, the three·part
;fiinary construction was analyzed. You found that it
was a development of the two-part form, and embodied,
mtely, the principle of recapitulation, or return to

a first theme, so that the whole piece divided itself more
or less symmetrically into three parts.
Later on, Part I was made more complete in itself,
with a decided ending.

Part II took on the nature of a new and contrasted
idea, also complete in itself. Part III then offered another
contrast, in the return of the material of Part I after
Part II.
This larger three-part form is variously called Song
Form with Trio, Ternary Form, and Minuet Form, the
last mentioned name being used because the form is
employed in the classic Minuet. The first part, complete
in itself, may be written in either two- or three-part
primary form. The second part, or trio, may also be
either a two- or three-part primary form. The element
of cont.ast already mentioned is essential. The third part,
or repetition, usually has some slight alterations.
The form may be diagramed in the following way:
A (PART I)

B (PART II)

C (PART III)

As each of these three parts may be either a two-part

or a three-part form, the diagram, in fuller detail, would
be:
A
B
c
a-b
a-b
a-b
or
or
or
a-b-a
a-b-a
a-b-a
The ternary form is used in marches, polonaises, and
innumerable other pieces of no special names.
ANALYSIS

We select for analysis, and as an example of a very
simple and clear application of the ternary form, I
Scherzo by Reinhold, given in Illustration 2.
Part I, consisting of twenty-four measures (without
repeats), is plainly a three-part primary form in itaelf,

Illustration 2

A Composition in Ternary Form

*

~

*

the three eight-measure periods forming the three
divisions. Notice that the first and third periods are
the same, except for slight changes in the endings. The
first period ends in the dominant, C, and the third, in the
tonic, F.
Part II, here with the printed name, Trio, is in the
key of the relative minor, D minor. It consists of a small
two-part primary form, of two eight-measure periods.
The first part ends in the key of A (measure 32), the
second returning to D minor (measure 40).
Part III is a repetition of Part I. This repetition might
have been indicated by a Da Capo sign, as was the case
with the three-part primary example in Illustration 1 of
Lesson 33, FORM AND ANALYSIS, However, a Part III is
more often printed out in full, as is done here. Pre-

quently, printing in full is necessary in order to permit cl
some desired changes.

In Lesson 17, FORM AND ANALYSIS, you learned sooi&
thing of the little group of notes, easily recognizible,
which is called a figure, or motive. Observe that the
rhythmic pattern

IJ

n JI

is constantly repeated in the first part of this piece, coostituting a rhythmic motive.
The division of the periods into four-measure pbrues,
and these again into two-measure sections, is very cl&
tinct throughout this composition.

EAR TRAINING
Playing Dimini5heJ Fiflhs and Tri441

Transposing " Passage Containing <;hromatic Notes

(This work is to be done at home, and the teacher will give short tests upon it at the lesson period.)

TRANSPOSING A PASSAGE CoNTAINING CHROMATIC NOTES
In studying a melody in order to transpose it, a little analysis will be of assistance. For instance, in the following
passage, the alternate notes are merely the notes of the chord of C-the first, third, fifth and seventh notes, in the 6rst
two measures; and the second, fourth, sixth and eighth notes in the last two measures. Every one of these notes (except
the first one) is preceded by a note a half step below it.
Transpose the passage into the keys of F, G and A, listening carefully so that you may be sure o! the correctness
of your transpositions,

r

Ir f uJ J

PLAYING DIMINISHED FIFTHS AND TRIADS

L

2.

Play diminished fifths from each of the seven white keys,
Play diminished triads on Ci!, D, E, Fi!, G and A.

SHERWOOD Music ScHOOL CouRsEs- P1 ANO
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'Test on Lesson 37
HARMONY
1. What kind of fifth do we have in both major and minor triads?
--- ~ Ans. A perfect fifth.

2. Of what does a diminished triad consist?
__ __ Ans. Of a fundamental, or root, a minor third, and a diminished fift h.

3. What two kinds of t riads have a minor third?
____ Ans. 'The diminished triad and the minor triad.

4. Wherein lies the difference between a minor triad and a diminished triad?
____ Ans. In the fifth, which, in the latter, is diminished.

5. What is a discord?
____ Ans. A combination of tones which demands another chord to follow it in order to give a feeling of repose.

6. Which one of the triads t hus far explained- major, minor and diminished- is a discord?
____ Ans. 'The diminished triad.

?. Write diminished triads on E, F, Fjj, A and B.
___ _ Ans.

8. Mark the following triads, whether major, minor or diminished.
place them above the chords.
6 ____

Ans.

FORM AND ANALYSIS
9. Give three names for the larger three-part form.
J ___ _ Ans.

Song Form with 'Trio, 'Ternary Form, and Minuet Form.

10. In what primary form may the first part be written?
J ___ _ Ans.

J ____

In either two• or three-part primary form.

11. In what primary form may the second part be written?
Ans. In either two- or three-part primary form.

Use the letters M , m and D, and

'rest on Lesson 37

SHERWOOD Music Scttoot CouRSES-PIANO

FORM AND ANALYSIS-Continued
12. What element is essential in the second part?
Ans. The element of contrast.

13. Is the third part the same as the first?
Ans. It may have some slight changes.

14. Which form is generally used in marches, polonaises and other pieces of no special names?
J

__ __

Ans. The ternary form.

15. In the &herzo by Reinhold (Illustration 2), how many measures in

6 - - --

(a) Part I?

Am. 24.

(b) Part II?

Am. 16.

(c) Part III?

Am. 24.

16. What keys are used in
(a) Part I?

Am. F and C.

(b) Part II?

Am. D minor and A.

17. How could Part III have been indicated instead of being printed out in full?
J

___ _

Ans. By a Da Capo sign.

18. What is the most prominent rhythmic motive used in Parts I and III?
4 __ __ Ans.

EAR TRAINING
J ____ 19. Transposing a passage containing chromatic notes.
J ____ 20. Playing diminished fifths and triads.
100 - - - -

Total.

Pupil's Namt'- __ __ ___ ____ __________ - _. -- . _. _. - - - - - - - - - - - -- - - - - - - - Pupil's Address. ______ ________ --- - _- -- --- - __ ---- -------------Pupil's Class N,o, ___ __ ___ ____ ___
Teacher's Name ______ ______ ____ ___ ______ -- - ---- -------------------
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Subjects of this Lesscm:

LESSON 38

GENERAL T HEORY , HARMONY ' EAR T RAINING
GEN E R A L THE ORY

&easure
('Thi! subject is continf.l(dfrom Lesson 16, and is resumtd in Lesson J9.}

SIMPLE

MEASURE (Continw:d f'om

Illustration 1

Lesson 7.)

Two-Two Measure (Alla Breoe)

In Lesson 7, GENERAL THEORY, three kinds of simple
measure were studied; two-four (2), three-four (~) and
four·four (4).
You learned that, in each of these, the quarter note is
the unit of measurement, each quarter note or its equiv. .
alent receiving one count.

There are several other kinds of measure with two;
three or four beats to the measure, in which the half
note, or the eighth note, or occasionally the sixteenth
note, takes the place of t he quarter note as the beat unit.

t wo beats (instead of one) to each half note. (See Illustration 2.)
Illustration 2

Alla Breve Compared to Four·Four Measure

4c f

SIMPLE DUPLE MEASURE

In addition to two-four

akeady studied, we may have Two·T wo
Eight
measure.

m

I 2

mmeasure, which we have
~)and

T wo-

In two-two measure, the half-note is the unit of measurement. This kind of measure is commonly called
Alla Breve, and is frequently indicated by the sign shown
in Illustration 1 (b). T he vertical line through the C,
indicates that the half note is the beat unit.
Without t he line through the C, two half-notes to
the measure would represent four·four measure, with

f3

T wo-eight measure has the eighth note as a beat unit.'
This measure is only rarely used. (See Illustration 3.)

Illustration 3
Two-Eight Measw:e

'ii u

I

SIMPLE TRIPLE MEAsuRE

The usual simple triple measures, besides three-four,
which we have already studied, are Three-Eight @ in
which the eighth note is the heat unit, and Three-Two
in which the half note is the heat unit. Three-eight
measure is used very frequently. It gives the impression
of quicker music th~n does three-four, although an eighth
note in one composition may be as long in duration as a
quarter note in another. (See Illustration 4.)

there is a secondary accent on the third heat, as in the
four-four measure. (See Illustration 7.)
Diustration 7

m

J
In four-two measure, the half-note is the heat unit,
as in two-two measure, and for this reason it, also, is
called Alla Breve, and is indicated by the same sign. It is

Illustration 4

Three-Eight Measure

I F~

Pow-Eight Measure

Ir J 1l 1

Three-two measure, on the contrary, gives an impression of slowness, and is mostly found in hymns and
other church music. (See Illustration 5.)

found mostly in church music, where the longer notes
suggest a suitably dignified style of performance; hence
it is also sometimes called Alla Cappella, meaning "in
the church style." (See Illustration 8.)
Illustration 8

Four-Two, or Alla CaPP•lla

Measure

Illustration 5
Three-Two Measure

-fmrttrtrrr

OcruPLE MusURE

SIMPLE QuADRUPLE MEAsuRE

Other simple quadruple measures, besides the four•
four already given, are Four-Eight
Four-Two
and, rarely, Four-Sixteen {i'\1). (See Illustration 6.)

m.

m.

Illustration 6
Four-Eight, Four-Two and Four.Sixteen Measure

A measure signature of Eight-Eight (3) has occasionally
been used. While some writers call it Octuple Measure,
it seems better to consider it as a very slow four-four
measure, in which the half heats are all counted in per·
formance. In any measure, one may sometimes count
half heats in slow playing, but that should not change the
measure signature. For example, the measure of three·
four, in Illustration 9, might be counted in six eighth
notes. It would not, for that reason, be called six-eight
measure.
Illustration 9

Slow Three-Four Measure, With Six Countl

Four eighth notes are equivalent to two quarter
notes, so that the note value, in four-eight measure, is
the same as in two-four measure; but in four-eight
measure, every eighth note has more importance, and

~Andante

; i EJ cEC;

I

HARMONY

'Triads
(ll1iiJ .subject ia continued from Lmon 37, and iJ resumed in Lesson 42.)

THE AUGMENTED TRIAD

Major triads are designated by large Roman numerals:

An Augmented Triad consists of a fundamental, a
major third and an augmented fifth.

Small Roman numerals are used for minor triads:

If we construct an augmented triad on C as the fundamental, we find the major third, which is E

I

IV
Il

V
IV

VI

A small Roman numeral, with a little circle following
it, is used for diminished triads, thus: vno.
The augmented triad is designated by a large Roman
numeral with a small plus sign added, thus: III+.

and the augmented fifth, which is Gjj.

The whole triad then reads thus:

THE TRIADS OF THE MAJOR AND MINOR
SCALES
If we construct a triad on each degree of the major
scale, using only tones contained in that scale, we shall
have the major, minor and diminished triads, shown, for
example, in the key of C, in Illustration 10 (a).
The triads similarly formed in a minor scale are shown
in Illustration 10 (b), taking the scale of A minor for
example.
Illustration 10

The augmented triad on D would, therefore, read
thus:

(o) The Triads of the Major Key (C Major)

- 1

'fhe difference between

n

rnIVVVIVIJ•

(b) The Triads of the Minor Key (A Minor)

The augmented triad has the same kind of third as
the major triad, that is, a major third.

the majDT and augmented triads

i! in the fifth, which is augmented in the latter. The aug•

mented triad, like the diminished triad, is a discord, and
needs special treatment, both as to the chords that pre•
cede it and those that follow it. This will be taken up
in detail later.

ROMAN NUMERALS TO INDICATE CHORDS
Chords are designated by means of Roman numerals,
according to the scale degrees on which they are built.
(See Lesson 21, HARMONY.)

I

1!0

rrr+ TV

v

VI

VII•

I

It will be seen that diminished triads occur in one
place in major, and in two places in minor. The augmented triad occurs only once; namely, on the third
degree of the minor scale.
All the other triads of the two scales are major or
minor, and are, therefore, concords. Diminished and
augmented triads are discords. (See Lesson 37, HARMONY.)

EAR TRAINING
Transposing a P11ssage Containing Chromatic Notes

Playing Augmented Fifths and Triads

Melodic Dictation

PLAYING AuGMBNTBD F1PTHS AND TRIADS

(This work is to be done at home, and the teacher will £ive .h.ort te.tt upon it at the lesson puiod.)

1.

Play augmented fifths from each of the seven white keys.

2.

Play augmented triads on D, El> and Ci"

TRANSPOSING A PAS.sAGB CoNTAINING CHROMATIC NOTES

,1

Play each of the following passages as written, in the key of C, and then in the key of Bi>. Listen carefully, com•
paring each transposition with the original.

r

•r

r

~i J J #J

qr

Ir

j

iJ J I uJ J 1iJ J lnJ J J

J. I r &r iJ I J. I j d I J. I

J I l uJ

MELODIC DICTATION

First, play the complete melody given below, according to previous instructions: then play it section by section,
allowing the pupil tiroe to write each section as played:

~-t
,~

(a)

•I

(b)

~

(c)

r

Ll

J J 1J

rr

IF

~

r

J

r r r
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(d)

Ir CJ
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JJ ~ J
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r r

r.o.
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'Iest on Lesson 38
GENERAL T HEORY
1. What other simple duple measures may we have, in addition to two-four measure?
J ____

Ans. Cfwo ..two and two ..eight measures.

2. What is the unit of measurement in
4 ____

(a) Two-two measure?

Ans. 'The half-note.

(b) Two-eight measure?

Ans. 'The eighth note.

3. What is two•two measure commonly called?
J ____ Ans.

Alla Breve.

4. What sign is frequently used to indicate Alla Breve measure?
l ____ Ans.

C with a vertical line through it.

5. What other simple triple measures may we have, in addition to three·four measure?
l

__ _ _

Ans. 'Three•eight and three·two measures.

6. Mark the counts in the two following examples:
Ans.

... 1.. ...~.....!. .. /,..........!..?....~.... f.?o.l.

..l......!...... L ........•L L ..~ ........1...1......L ......!.1. .•l .•.•

7. What other simple quadruple measures may we have, in addition to four·four measure?
4 ____ Ans.

Four..eight, four .. two, and, rarely, fouT .. sixteen measures.

8. What is the meaning of Alla Cappella, sometimes applied to four·two measure?
J ____ Ans.

In the church style.

9. Mark the counts in the following examples:
6 ____ Ans.

i

D l1l?J1JJJiJ
.. l ..?:....:\ ..~ .... L..1.-.. ~.'/'.... 1. ..•.~ ..t .... !. ...~...

ll~ .J...l JJJ.JjJJJJ
...

HARMONY
10. Of what does an augmented triad consist?
5 ____ Ans.

I

JJ1

.L .3. .~.......1....l-.... :1.t. .. J ................ !:!...:....•

Of a fundamental, a major third and an augmented fifth.
Cojlyn&ldl929b,A.J.L~wi.LLTN. JmP<>"i41a...J/111crna.1-1Copyt'lhtS<c1< .. d

All•Ocliu.u .....J,furall«t11ntri<•,inc:luJif1ith<•i#i:off1Amla1io>1
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11. What two kinds of triads have a major third?
5 ____ Ans. 'The major tTiad and the augmented tTiad.

12. Wherein lies the difference between a major triad and an augmented triad?
5 __ __ Ans. In the fifth, which is augmented in the latt<T.

10 ____

'h

13. Write augmented triads on BJ>. D, El>, C#, A.
Ans.

T38-13

14. Mark the triads below, whether major, minor, diminished or augmented. Use the abbreviations M,
m,D,A.
16 ____ Ans.
T38-14

t #II

ll1W·o

111111

llih

I m l ijJtbB'U 1 bh

I

.:m______________l)______________\\ ____________~ ------------t\............ xn ............. B............. JL .. ..

15. Write the triads on all the scale degrees of the relative major and minor keys having the signature of
one flat, and mark each triad with the proper Roman numeral.

-~---;---;:;;·iitl-~--~------------------- ~
16. Name the kinds of triads which are
(a) concords.

Ans.

MajoT and minor.

(b) discords.

Ans.

EAR TRAINING

17- Playing augmented fifths and triads.
18. Transposing a passage containing chromatic notes.
19. Melodic dictation.
100

Pupil's Na1ne __ __________ - - ---- ---- __________ -------- __ - - - ----- - - -
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Subjects of this Lesson:

LESSON

GENERAL THEORY , INTERPRETATION ,

39

EAR TRAINING

GENERAL THEORY
Blfeasure
('This subject is continued from Lesson 38, and is resumed in Lesson 74.)

Illustration 2

COMPOUND MEASURE (Continued from Lesson 16.)

Compound Triple Measure

We learned in Lesson 16, GENERAL THEORY, that
compound measure is that measure in which the unit of
measurement is a dotted note.

rrrrrrrrr

COMPOUND DUPLE MEASURE

or

The usual Compound Duple Measures are six-eight
(~). Six-eight measure was illustrated
in Lesson 16, with the dotted quarter note as the beat
unit.

rn) and six-four

Nine-Sixteen ( 196 ) and Nine-Four (~), are other compound triple measures occasionally used. (See Illustration 3.)

In Six-Four measure, the dotted half note, which is
equal to three quarter notes, is the unit of measurement.
(See Illustration 1.)

Illustration 3
Unusual Compound Triple Measures

Illustration 1
Compound Duple Measure

COMPOUND TRIPLE MEASURE
The only Compound Triple Measure in common use
is Nine-Eight (g), having three groups of three eighth
notes each, or their equivalent, three dotted quarters.
(See Illustration 2.)

CoMPOUND QUADRUPLE MEASURE

In Compound Quadruple Measure, we must have four
beat-units to the measure. Twelve-Eight (\r) measure
0

(opyright 1928 by A. J. LLBWBLLYN. Imp.,;4J 400 fotern<1tion<1l Cop~ght &cured
All rights r•otrued, for 4Jl countries, including th• right of tr4n.<'4ti0fl
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is the most used, but Twelve;Sixteen G~) and Twelve,
Four (1i) are also found. (See Illustration 4.)

The following table summarizes duple, triple, and
quadruple measures, simple and compound.

Illustration 4

Other measures than those listed may be found oc•
casionally, but these are the most commonly used. (See
Illustration 5.)

Compound Quadruple Measures

4W r· @f1@

41* c- FFf c1tP

I

Illustration 5
Simple and Compound Measures Tabulated

1

TRIPLE

DUPLE

411rmcrm1

Simple
Measures

Twelve;eight measure has four dotted quarter notes
to the measure, equaling four groups of three eighth
notes each.

Twelve;four measure has four dotted half notes,
equaling four groups of three quarter notes each. As
in four;four measure (simple quadruple measure), there
is a secondary accent on the third beat.

4

2

J

J

! J J J

.i.

2

J

J

.a

.i.

"2"

'* J J J

.a2

Twelve;sixteen measure has four dotted eighth notes
to the measure, equaling four groups of three sixteenth
notes each.

Compouni\
?dea.auree

QUADRUPLE

16

Ji.

)l.

)l.

.6..
8

J.

J.

'* J. J.

.6.

j

j

8

J J J J

'* J J J J
lj,

j

2

j

j

J J

~

)l. ).

Ji.

12
16

)l. )l. ji.

~

J. J. J.

12

J. J. J. J.

.a J. .J. j.

12

J.

16

8

'*

8

4

j. j.

Ji.

J.

The very rare quintuple and septuple measures (5 and
7 beats) are mentioned in Lesson 74, GENERAL THEORY.

<:J{hythm
(This subject is continued from Lesson 21, and is Tesumed in Lesson 79.)

POLYRHYTHM
The simultaneous sounding of different rhythms, disagreeing with each other excepting at one point {the
chief accent of each group) is called Polyrhythm. The
prefix, poly, means many, or more than one.

Perhaps the most frequent use of combined rhythms

in piano music is that of three notes in one hand against
two in the other, as in Illustration 6 (a). Another combination, that of four notes against three, is shown in
Illustration 6 (b). The methods of studying these and
other cqmbinations, in order to play them correctly, are
taken up in Lessons 41, 62 and 67, TECHNIC.

Illustration 6
(a) Two Notes Against Three

(b) Four Notes Against Three
CHOPIN: Op. 66.

''==================70'~================'
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INTERPRETATION

The Pedals
('This subject is continued from Lesson 28, and is resumed in Lesson 47.)

THE DAMPER PEDAL

(Continued from Lesson 28)

the latter, when used repeatedly in quick succession,
becoming

Some description of the piano pedals was given in
Lessons 19 and 28, INTERPRETATION.
DAMPER PEDAL MARKINGS
It is the purpose, in this Lesson, to explain the various
signs, or markings, indicating the use of the Damper
Pedal. The use of this pedal may be indicated as follows:
1. By the ordinary and old-established sign, ••Ped.,"
where the pedal is to be depressed, and by a star, *, where
it is to be raised again. This is not quite definite as to
the exact point of beginning and ending, and is inconvenient for frequent and rapid changes, the signs taking
up so much space.

This second marking shows very graphically the up
and down movements of the pedal, especially where it
is in almost continuous use, with quick releases and depressions to cut off tones in changes of harmony. The
first method is not so good, as the up movement of the
pedal has to be indicated by a down line.
These markings are frequently used.
4. By means of notes on a single line below the bass
staff, the notes having lines through them. These indicate that the pedal is to be depressed just after the beat
on which the note falls, and held down for the note•s
duration.

2. By notes and rests on a single line, thus:
Thus,

p

J

i

lt

J

would equal

11 ~J :; J). I

The notes show where the pedal is to be depressed,
and the rests show where it is to be released. The bars
correspond to those of the music played. The pedal, in
the above case, would be depressed on the second beat
of each measure and released on the fourth beat. This
method shows with great exactness how the pedal is
to be employed. It does not occur frequently in printed
music, but in certain editions of pedal studies has been
found useful.

This manner of pedaling, immediately after the beat,
has been called Syncopated Pedaling. If the pedal is
depressed with the note or chord, on the beat, it is called
Simultaneous Pedaling.

3. By horizontal lines, showing the length of time the
pedal is held down, with vertical or nearly vertical,
short lines, showing where the pedal is to be depressed
and raised. Two varieties are

Illustrations of all these pedal notations follow, with
a short passage of chords in which the pedal is to be
used. A comparison can be made between the old style
of pedal notation, and the others, for the same pedaling.
(See Illustration 7.) When it is desired to mark an exact,
but less simple, pedaling, the advantages of one of the
newer methods of notation will be evident.

L

1

L---1 and

1 t.__

_,,

5. By a P with a dot under it, to indicate a brief pedal
depression, for single notes or chords. This is called
Staccato Pedaling, and is shown in Illustration 8 (a).
The last two methods are seldom employed.

''-""~===

))\\\
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Illustration 7
Simple Continuous Pedalin~ With Various Notations

In all of them the pedal' is depressed after the beat. This
mode of pedaling, as already mentioned, is called syncopated pedaling.
The less used staccato pedal sign is shown at (a)
below; and at (b) and (c) the same staccato effect is indicated by two of the other pedal ~otations.
Illustration 8
Staccato Pedaling, With Three Notations

The foregoing examples show the application of these
various notations to indicate continuous use of the pedal.

EAR TRAINING
Playing Various Triads on Given Tones
PLAYING

Melodic Dictation

v ARIOUS TRIADS ON GIVEN NOTES
(This work is to be done at home, and the teache.r will give short tests upon it at the lesson period.)

Play diminished, minor, major and augmented triads on each of the following fundamentals, taken one at a time.
C#, E, F, Gp and B[,.
The following directions are for the teacher, and the work is to be conducted at the weekly lesson period. ]
[ It may also be conducted at other times by any member of the family who has some knowledge of music.
MELODIC DICTATION

First, play the complete melody below, according to previous instructions; then play it section by section, allowing the pupil time to write each section as played.

French Folk-Song
~~

(!>)

(b)

(c)

(d)

SHERWOOD Musrc ScHOOL CouRsEs-PrANO
GRADE PREP ARATORY B

'Test on Lesson 39
GENERAL THEORY
1. What other compound duple measure may we have, in addition to six-eight measure?
6 ____ Ans.

Six-four measure.

2. What is the unit of measurement in six-four measure?
6 ____ Ans.

'The dotted half note.

3. What is the only compound triple measure in common use?
6 ____ Ans.

Nine-eight measure.

4. What compound quadruple measure is most used?
6 ____ Ans.

'Twelve,eight measure.

5. Mark the counts, according to the compound units, in the following three examples:
15

'I J.

Ans.

J J J IJ J J

.••...••.•••..•"1.-•••.••..••·-·········

J

j

-:;_,

I

II

,,.

, ...._

···············-···························································· ..............

;LJ J J J } IJ. 3J J. J J J I J.
-

1

'

I

l -- ...................
?. -· 3.................. ..-.............................
(
r
:=t
I
':I.- ·-· ...................
"'
..........
·- .........
-............... ·-.............
.

' ' m J J,J.JJ J.

1J ;J;oPJ

4-

.m 14.

J. ,

n

.... I........,... 2.......... --~·-··· ........~ .................. -~- ···- -~~-- ...........................~ ........................

6. What is Polyrhythm?
7

Ans. 'The simultaneous sounding of different rhythms, disagreeing wi~h each other excepting at one point, the
chief accent of each group.

7. What does the prefix,
6 ____ Ans.

poly, mean?

Many, or more than one.
Copyright 1929 by A . J. LLEWELLYN. lmptrial <1rnl lntm1<1tional Co~ight St"mJ
All right• resmied, for <1ll countrie•, including the right of !1<1nllation

'Test on Lesson 39

SHERWOOD Music ScHOOL CouRsEs-P1ANO

'2

...

.. c

HARMONY

.le""

~~

8. Write the triads on all the scale degrees of the tonic major and minor keys beginning on E. Indicate the ·
necessary signatures and mark each triad with the proper Roman numeral.
('This question gives further practice in subjects taught in previous Lessons.)

20

____

Ans.

It

T39-8 E

"

Major

Minor

INTERPRETATION
9. How many damper pedal markings are given in this Lesson?
7 __ __ Ans.

Five.

10. What is syncopated pedaling?
7 ____ Ans.

Pedaling after the beat.

11. What is simultaneous pedaling?
7 ____ Ans.

Pedaling on the beat.

EAR TRAINING
5

12. Playing various triads on given notes.

2

13. Melodic dictation.

100

Total.

Pupil's J\l..ame _______________________ _____ ___________________ ____ __
Pupil's Address. _________________________________________ -------Pupil's Class J\l..o, ______ ________ _
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LESSON

40

grade 'l{.eview
The review of Grade Preparatory Bis now to be made, using the Reference Chart
on the following pages for this purpose, as in the case of Grade Preparatory A.
The Reference Chart gives a synopsis of the subjects presented in Lessons 21 to 39,
inclusive. Thus, subjects which the teacher thinks should be reviewed may easily be
found, and turned to and restudied in the Lessons themselves.
The fundamental matter of Scale study, which must still occupy much of the stu,
denf s attention, is continued in this Grade. In General 'Theory, the remaining major
scales are presented, and the student is made acquainted with the minor scales. A thor,
ough review of this subject in Lesson 30, General 'Theory, is recommended.
Scale Fingerings are continued in the Technic section, Lessons 21, 23, 26 and 30,
while some other important instruction relating to the technical features of octave,
scale and arpeggio playing is given in Lessons 33 and 35, 'Technic.
The specific names of the scale degrees are given in Lesson 21, under the heading of
Harmony, which subject is introduced in this Grade. Directions for practice in the use of
these names, and in the playing of scales to given rhythms, is found in several of the
Ear 'fraining Lessons.
The Lessons in which Intervals and Triads are explained, are readily found in the
Harmony division of the Chart; and directions for practice in the recognition of the
same by ear is given in the Ear 'fraining division.
A glance at the 'Technic division of the Chart reveals some other vital topics that
may well be reviewed.
The study of the Pedals, which is continued through many Grades, is resumed in
Lessons 28 and 39, Interpretation.

If the student is at all uncertain as to anything he has learned, this Grade Review is
his opportunity to strengthen himself on such subjects. His progress in the following
Grade will then be natural and easy.
After such a review, the pupil is to take the Grade Test accompanying this Lesson,
writing the answers in the presence of the teacher, or as may otherwise be arranged.
0
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21
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(!)

..c

I-

....co

22

23

Scales
(Bb, Eb and
Ab Major)

24

25

Notation
(Double
Sharp,
Double
Flat)

-

Rhythm
(Syncopation)

c
<I)
C!1

27

28

29 ~

....

Scales
(Band F#
Major)

-

I

SUMNARY
hF

s~~t:.S

<I)

26

SHAl<P$t:ltJ., ~

(Ob..J-G-t>
n:j;V)
SUN H /l R '{ 01

....

~l-Ar6t:. J t~

lntroductor}i
>.

c
0

E
....
I

Scale

Degrees
Named

Intervals
(Major,
Minor,
Augmented,
Diminished )

Intervals
(Primes)

Intervals
(Seconds)

-

Intervals
(Th irds)

Intervals
(Fourths,
Fifths)

Intervals
(Sixths .
Sevenths)

Intervals
(Octaves,
Ninths)
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Change of
Notation

co

Periods,
Phrases and
Sections
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"A Little
Story' ')

(/)

·v;
~

co
c

<(

"C

c
co

Periods,
Phrases and
Sections
(Analysis,
"A Fairy
Tale" )

E
....
0

LL.

The
Playing
Apparatus
(Arm Action)

-~

c
..c

Sight-Reading

Scale

F1N(URt#G

I-

KPt:-

1

A H CI

HAv

t:v
A

,

-

Fingerings
(Db and Gb
Major)

~AJ..£"°'4

(.)
<I)

-

Silent
Change
of Finger
Scale
fingerings
(B and F#
Major)

-

t1

o~)

Playing
From
Memory

c
0

~

The Pedals
(Damper
Pedal)

.....co

<I)
....
a.
....
<I)

.....

-c

bO

c
c
....co

t-

....
co

LU

Playing
Scale
Degrees
In
Different
Keys

-

Melodic
Dictation

Playing
Series
of Scale
Degrees

-

Rhythmic
Dictation

Tonic Sol-Fa

Rhythmic
Dictation

-

Melodic
Dictation

-

Tonic Sol-Fa

Observing
Ma jor
and Minor
Seconds

Rhythmic
Dictation

-

Melodic
Dictation

-

Tonic Sol-Fa

Naming
Intervals
From Their
Sound

Naming
Intervals
From Their
Sound

Rhythmic
Dictation

Rhythmic
Dictation
(Syncopation)

-

-

Tonic Sol-Fa
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Transposing
Intervals

-

Melodic
Dictation

Rhythmic
Patterns
for
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Playing

REFERENCE CHART
GIVING A SYNOPSIS OF THE SUBJECTS IN LESSONS 21 TO 39 INCLUSIVE

) 30
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(Natural,
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Minors.
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32

33

34

35

36
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Marks of
Expression
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..

39
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-
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Dictation
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·····
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grade 'Iest CJAccompanying Lesson 40
GENERAL THEORY
1. (Ls. 23, 26) Write the signatures, both clefs, and the keynotes for the following keys: F#, D[J, E, G[,, B, A[,.
6 ____ Ans.
,

~
•

.

.

~J

Y

....

,..

....
~

i>

~1 "'

F#

GT40·1
• •A' .•

-

.

..,

"

4

~

A•~

I

,.

••
~

L
-

J.. ,.\::.

,.,....,.

~

.-

-=

r

..

-,

D~

---

....

Ii

._..

......

.,

•

....... -~

...-

L

-

~

~

.

""'

G~

E

......·'

.

....

..

>L .....

v-

·~

-

,_

-..::T

.,

A~

B

.. ,, ..... -

,,,_
~

....

£1 ,

A' ...

..

I

..

~

"'

,,

_ ... .41

...

,,

''""
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2. (L. 30) Write the major scale of F, and the har~onic forms of its relative and tonic minors. Draw the
proper signatures and indicate the half steps by short curved lines.
Ans.

If.

6

GT-10-2

==~

3.

Major
4i 6

,,-

oJ o e

........-

'Relative Minor

II -=::.' i5 eJ'

e

e , ,,-s

'Tonic' Minor

s;o

P__. o

e

II -=::.,}'

P

e 'i s
..

P_

-

II

(L. 32) Show how the following appoggiaturas are to be played, using the blank space ~fter each.

6 ____ Ans.

Played

Played

~ I r rr ll~rs-= J 3I tf@ II

4. (Ls. 38, 39) Add single notes necessary to complete the unfilled measures in the examples below. Mark
the counts, below, and name the kind of measure in which each example is written, above.

..

I A1JI J JIJ. J 111 J. J1 JI J. J;; IJJJ J-J I MJ\\J'W J

G~0-4 ••• L~ .......... ~.... .

...L.1: ......... L.~ ......L ......... " ... .

ttJ,.mJ 1lJ r11
'::!

............... -'--·----··.

HARMONY
5.

(L. 21) Write, in the following order, the dominant, mediant, leading tone, subdominant, tonic, sub,.
mediant and supertonic in the keys of B[, major and C# minor. Add the necessary signatures.

7 ____ Ans.

Bb

Major
GT40-5

c# Minor

~av

~j:e

0

0

III

e

VII

jfig

e

e

e
VI

IV
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6.

(L. 22) Write, in whole notes, all numerical intervals up to the ninth above the keynote in the key of A.
Use no signature, but _accidentals instead. Give the numerical name of each interval.

Ans.

4

GiO·O "''.
···········'· . .. ...... .........................., ............................................ ·················-·

I ·~ I

7. (Ls. 23, 24, 25, 27) Write augmented primes, minor seconds, major thirds and diminished fourths on
each of the tones, Ap and C;f, as given below.
·
Ans.

4

GT40 ·7

'

lzn ~l:l

I

1zn~ 61

A. Pr.

Ilzn

15

Ilz1~6e II ~IHU I~11 e I~1ib2

M.3

m.2

A.Pr.

D.4

l~u

M.3

m.2

/:)

II

D.4

8. (Ls. 27, 28, 29) Write the indicated intervals on the following given tones :
5

---- Ans.

GT40-8

~p~

Ii~ I~~ ll~Ji 1$~ ij~i I~ I~ II
~~A .6 I~~
M.7
D.8
D.8
m .9
P.5
A.6
m.9
M.7

P .5

9.
4

GT40· 9

(L. 32) Mark the consonances, c, and dissonances, d, in the following examples:

Ans.

4

I I

!iP

Inlftn
IelJo I l@ 0 l~o~IQo 1 l&o IP&.
l~oll
:#
~ ~
4.8: 1iiJP

-e#&-eU
,
.................. ..................
........
..Q9.

~

11

0
-&- .Q.

-&

-&-

-&- -&

-&

-&

a a a
...... ...... ..............................................................................
.

10. (L. 34) Write, without key signature, all the intervals and their inversions in the F# minor scale, har,
monic form, from the keynote. Name each interval and each inversion, using the usual
abbreviations.
4 - ---

11. (Ls. 35, 36, 37, 38) Write major, minor, diminished and augmented triads on the notes given below.
6 __ __

GT40·11

Ans.

'H•I
M.

J\
m.

D.

A.

M.

m.

D.

A.
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m.

D.

A.

Grade Test Accompanying Lesson 40

SHERWOOD Music Scttoot CouRsEs-PrANO
HARMONY-Continued

12. (Ls. 35, 36, 37, 38) Write triads on all the degrees of the tonic major and minor (harmonic) scales begin-ning on E~, without signatures. Mark the description of each triad, using the abbreviations
M, m, D, or A, below them.
6 ____ Ans.

'

In Major

.. .... ·-·· ....h..... ·---~---······················
FORM AND ANALYSIS

13. (L. 33) In what form is the principle of recurrence embodied?
3 ___ _

Ans. In three--part primary form.

14. (L. 33) Which division in three-part form is a digression, but in a closely related key?
2 _ __ _ Ans.

The second division.

15. (L. 37) In what manner does the Ternary, or Song Form, differ from Primary three-part form?
4 ---- Ans.

In Ternary form, the parts are more fully developed, each part consisting of a complete two- or
three-part Primary form; and the seco?'l-d part is contrasted.

TECHNIC
16. (L. 31) Write, using both clefs, a chromatic scale beginning on the keynote of the key of D, one octave,

ascending and descending. Add the proper signature and give complete fingering.
4 ____ Ans.

GT40·16

(I

17. (L. 31) State briefly the four suggestions for practice offered in this grade of the Course. (These sugges"
tions should be memorized and put into daily practice.)
3 __ __ Ans.

1.

Have a regular time for practice. 2. Keep the mind free from other subjects. 3. Keep ·an easy,
relaxed condition of the body. 4. Have a definite plan in mind of what is to be done.

18. (L. 33) What exercise helps to avoid stiffness of the wrists in octave playing?
2 ----

Ans.

Playing sometimes with a low wrist and then again with the wrist in higher position.
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19. (L. 35) Mark the fingering for the following arpeggios.
4 ____ Ans.

rr k
GT40·19

Left Hand~

n rrrr l4l Jj ·•

JJ JJ :114 J
t

4

-

I

,.

t.f S

-

rtftq er•:4JJ"O rctr .lJ JH

t>'U J]S

r

INTERPRETATION
20. (L. 24) Why is it important for every pianist to learn to play from memory?
3

____

Ans.

In order to be able to give more attention to the elements of interpretation.

21. (L. 34) What marks of expression call for a gradual change
4 ----

(a) in dynamics?

Ans. Crescendo and diminuendo.

(b) in tempo?

Ans. Ritardando and accelerando.

22. (L. 39) What is the difference between Syncopated pedaling and Simultaneous pedaling?
4 ___ _ Ans.

In syncopated pedaling, the pedal is depressed immediately after the beat, while in simultaneous
pedaling, it is depressed on the beat.

100 ___ _ Total.
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